A critical study of the textual variants in John Barth's novels : by Jordan, Enoch P.
INFORMATION TO USERS
This material was produced from a microfilm copy of the original document. While 
the most advanced technological means to photograph and reproduce this document 
have been used, the quality is heavily dependent upon the quality of the original 
submitted.
The following explanation of techniques is provided to help you understand 
markings or patterns which may appear on this reproduction.
1. The sign or "target" for pages apparently lacking from the document 
photographed is "Missing Page(s)". If it was possible to obtain the missing 
page(s) or section, they are spliced into the film along with adjacent pages. 
This may have necessitated cutting thru an image and duplicating adjacent 
pages to insure you complete continuity.
2. When an image on the film is obliterated with a large round black mark, it 
is an indication that the photographer suspected that the copy may have 
moved during exposure and thus cause a blurred image. You will find a 
good image of the page in the adjacent frame.
3. When a map, drawing or chart, etc., was part of the material being 
photographed the photographer followed a definite method in 
"sectioning" the material. It is customary to begin photoing at the upper 
left hand corner of a large sheet and to continue photoing from left to 
right in equal sections with a small overlap. If  necessary, sectioning is 
continued again — beginning below the first row and continuing on until 
complete.
4. The majority of users indicate that the textual content is of greatest value, 
however, a somewhat higher quality reproduction could be made from 
"photographs" if essential to the understanding of the dissertation. Silver 
prints of "photographs" may be ordered at additional charge by writing 
the Order Department, giving the catalog number, title, author and 
specific pages you wish reproduced.
5. PLEASE NOTE: Some pages may have indistinct print. Filmed as 
received.
Xerox University Microfiims
300 North Zeeb Road
Ann Arbor, Michigan 48106
74-21,977
JORDAN, Enoch Pops, III, 1945- A CRITICAL STUDY OF THE TEXTUAL VARIANTS IN JOHN BARTH’S NOVELS: THE FLOATING OPERA, THE END OF THE ROAD, AND THË36Y-WEED FACTOR.
The University of Oklahoma, Ph.D., 1974 Language and Literature, modern
University Microfilms, A XEROX Company , Ann Arbor, Michigan
THIS DISSERTATION HAS BEEN MICROFILMED EXACTLY AS RECEIVcD.
THE UNIVERSITY OF OKLAHOMA 
GRADUATE COLLEGE
A CRITICAL STUDY OF THE TEXTUAL VARIAÎÎTS IN 
JOHN BARTH'S NOVELS: THE FLOATING OPERA,
THE END OF THE ROAD, AND THE SOT-WEED FACTOR
A DISSERTATION 
SUBMITTED TO THE GRADUATE FACULTY 




ENOCH P. JORDAN III 
Norman, Oklahoma 
1974
A CRITICAL STUDY OF THE TEXTUAL VARIANTS IN 
JOHN BARTH'S NOVELS: THE FLOATING OPERA,




I wish to express my gratitude to Dr. Robert Murray 
Davis, whose careful attention and many suggestions have made 
this a much better study than it otherwise would have been.
I also wish to publicly thank Linda, my wife, for her 
constant encouragement and support, without which this pro­




ACKNOWLEDGEMENT   iii
Chapter
I. INTRODUCTION .....................  1
II, THE FLOATING OPERA
Part 1: Stylistic Revision . . .  8
Part 2: Restorations.... 33
III. THE END OF THE R O A D ............. 58
IV. THE SOT-WEED FACTOR
Part 1: Publication and Reception 80
Part 2; The T e x t ........ 86
V. CONCLUSION.....................  122
APPENDICES
Introduction ..................  129
Appendix A; The Location of the 
Variant Readings of The
Floating Opera ............  130
Appendix B: The Location of the
Variant Readings of The End of
the R o a d ..................  158
Appendix C: The Location of the
Variant Readings of The Sot- 
Weed Factor................  164
LIST OF WORKS C I T E D ..................  200
XV
A CRITICAL STUDY OF THE TEXTUAL VARIANTS IN 
JOHN BARTH'S NOVELS: THE FLOATING OPERA,
THE END OF THE ROAD, AND THE SOT-WEED FACTOR
CHAPTER I 
INTRODUCTION
The "new criticism," now generally recognized as a 
technique as limited as any other single methodology, made an 
enduring contribution to literary study by insisting on the 
centrality of the text. That insistence has made scholars 
more conscious than ever before of the need for an accurate 
text, though dispute continues about what constitutes "accu­
racy."^ Bibliographers and textual critics, often taking ad­
vantage of new technology and almost always using fully elab­
orated procedural systems, have labored to produce and anno­
tate texts "designed to represent the intentions of the au­
thor more faithfully than any single preserved manuscript or 
2printed copy." In so doing they have sometimes made dis­
coveries that significantly affect the possible interpreta­
tions of a work, but establishing the author's linguistic in­
tentions has been their primary concern. Interpreting their 
findings has remained the province of the literary critic.
This dissertation makes use of the analytical bibliog-
1
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rapher's methodology to some extent, but its aim is critical 
rather than editorial. Applying the bibliographer's tech­
niques in order to achieve essentially critical ends is by no 
means new, as attested by studies of Fielding, James, Fitz­
gerald, Lawrence, West, Auden, and Waugh —  to name only a 
few.^ Its purpose in this dissertation is to provide a view 
of Barth's artistic maturation between 1956 and 1967 insofar 
as that can be seen in his varying intentions for his first 
three novels (in published versions), and to provide a new 
basis for appreciation and explication by supplying previously 
unavailable textual data.^
There is no question about which editions of his first 
three novels represent Barth's final intentions: he saw the
revised editions of The Floating Opera, The End of the Road, 
and The Sot-Weed Factor through the press and has indicated 
his preference for the revised editions in introductions to 
each of them. Yet his revisions turn one literary artifact 
into another. As James Thorpe has pointed out, accepting as 
uniquely authoritative the last-dated edition of a work that 
we know the author to have approved is equivalent to saying 
that an author's last novel is necessarily his best, and ig­
noring an earlier authorized version because a later one ex­
ists is "a desperate substitute for the whole process of crit­
ical understanding."^ Instead we must recognize the simple 
truth that each edition of a work deliberately published by 
its author is as authoritative as any other; each is a separate
artistic vtole representing a separate set of intentions, just as each 
painting in Van Gogh^s series of self-portraits is a unique vrork of art.
The author’s immediate intentions for a work at the time he makes it pub­
lic are accurately represented by the published edition (save for 
printer’s errors),^ Published texts of a work may be compared, 
then, as representatives of an author's varying "final" in­
tentions for that work, not merely as stages in an unfinished 
process. With this assumption, this dissertation approaches 
John Barth's first three novels critically, using collation 
of the published editions as a means of investigation.
The collation of these texts was a relatively simple 
matter because there are only two public texts for each of the 
novels.^ Standard collational procedure in which variant 
readings are recorded in full on a third sheet was employed 
only for The End of the Road because preliminary research 
showed that Barth had revised The Floating Opera and The Sot- 
Weed Factor so extensively that the number and length of the 
variants would make such a procedure extremely cumbersome.
Since preliminary investigation indicated that Barth had usu­
ally deleted rather than added matter, the following technique 
was employed; the original editions were photocopied on over­
sized paper; the photocopies were collated with the revised 
editions; and the deletions were indicated by color coded no­
tations on the photocopies. Additions to the original texts 
were reproduced in longhand on the margins of the copies ex­
cept in instances where chapters had been extensively rewritten
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or radically altered in form. In such cases a typewritten 
copy of the revised edition was attached to the photocopy, 
and the beginning and ending points of the variant readings 
were identified by page and line number in the tables which 
form the appendices.
At this point the textual critic intent on producing 
an accurate text would have applied whatever principles of 
selection he had chosen and selected the readings to be used 
in his edition of the novels. But, as noted earlier, the au­
thor's preference is clear and this study's purpose is criti­
cal rather than editorial. Therefore, the variant readings 
were examined to see what they revealed about Barth's artistry.
The examination shows that the styles of all three nov­
els are altered by the revisions; we see Barth creating a more 
concise and vigorous style for each novel in the revised edi­
tions. It also reveals an alteration in Barth's perception 
of his readers, because we see him excising many explanations 
of actions, philosophies, and allusions. And in the case of 
The Floating Opera it reveals a pronounced alteration of tone, 
structure, and theme, for we find that events have been rear­
ranged, some chapters omitted or entirely rewritten, and the 
concluding events radically altered. The examination, then, 
not only demonstrates a considerable increase in Barth's skill 
as a writer of prose but also reveals the specific ways in 
which he matured as a novelist.
FOOTNOTES TO CHAPTER I
^Gaskell notes that "textual bibliography is based on 
the union of literary judgement with bibliographical exper­
tise," but he does not specify the proportion of each in­
volved in choosing an "accurate" reading for a text. See: 
Philip Gaskell, A New Introduction to Bibliography (New York: 
Oxford University Press, 1972), 338. There is even disagree­
ment about the proper basis on which to compile an "accurate" 
text: some bibliographers believe that the author's manuscript
is the most accurate basis for a text, some that the last au- 
thorially approved edition is the accurate basis, and others 
that only an eclectic text is accurate. For discussion of the 
problems generated by each viewpoint, see: Fredson Bowers,
"Some Relations of Bibliography to Editorial Problems," a 
paper read before The English Institute on September 9, 1949 
and reprinted in Lester Beaurline, ed., A Mirror for Modern 
Scholars, (New York: Oddysey Press, 1966), 16-39; W.W. Greg,
"The Rationale of Copy-Text," a paper read before The English 
Institute on September 8, 1949 and reprinted in Beaurline, pp. 
40-55; and James Thorpe, Principles of Textual Criticism (San
Marino, California: The Huntington Library, 1972), 171-202.
2Fredson Bowers, "Some Relations of Bibliography ...,"
in Beaurline, p. 21,
3For a general discussion of the applicability of the 
method to fiction see; Bruce Harkness, "Bibliography and the 
Novelistic Fallacy," a paper read at the Bibliography Section 
of the 1957 Modern Language Association national convention 
and reprinted in Beaurline, pp. 56-71, The following studies, 
alluded to in the text, are cited because their clear blend of 
bibliographical method and critical intent makes them models 
for this study. Martin C. Battestin, "Fielding's Revisions 
of Joseph Andrews," Studies in Bibliography, 16 (1963) , 81-117. 
Royal A. Gettman, "Henry James's Revision of The American," 
American Literature, 16 (1945), 295-321. Bruce Harkness, 
"Bibliography and the Novelistic Fallacy," part III (Fitz­
gerald's Great Gatsby), in Lester Beaurline, ed., A Mirror for 
Modern Scholars, pp. 62-67. Stephen Gill, "The Composite 
World: Two Versions of Lady Chatterly's Lover," Essays in
Criticism, 21 (1971), 347-64. Carter A. Daniel, "West's Re­
visions of Miss Lonelyhearts," Studies in Bibliography, 16 
(1965), 232-43, Joseph W. Beach, The Making of the Auden 
Canon (Minneapolis, 1957). Robert M. Davis, "Harper's Bazaar 
and A Handful of Dust, Philological Quarterly, 48 (1969), 
508-16, and "The Serial Version of Brideshead Revisited," 
Twentieth Century Literature, 15 (1969), 35-43,
^It is also hoped that the appendices will allow other 
scholars to avoid errors caused by use of passages from the 
original editions that have been eliminated from or altered
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in the revised editions. See, for example: L.L. Lee, "Some
Uses of Finnegan's Wake in John Barth's The Sot-Weed Factor," 
James Joyce Quarterly, 5 (Winter, 1968), 178.
^James Thorpe, Principles of Textual Criticism (The 
Huntington Library: San Marino, California, 1972), 47. I
am indebted to Mr. Thorpe’s first chapter, "The Aesthetics 
of Textual Criticism," for the basic argument of this para­
graph and for the Van Gogh illustration.
^Editorial pressure may cause an author to change his 
text, as in the first edition of The Floating Opera; when 
this happens we may still see the published text as repre­
senting a set of intentions acceptable to the author at the 
time of publication, even though they are not his original 
intentions. For a full discussion of this problem, see 
Thorpe, p. 38, n.53.
7There are several reprintings of each novel and 
English editions of all three, but spot-checking and physical 




Part 1: Stylistic Revision
In the "Prefatory Note to the Revised Edition" of The 
Floating Opera Barth tells us that the original publisher in­
sisted on "certain major changes in its construction, notably
about the s t e r n . H e  made the required changes; the ending
2was criticized by the reviewers; and he learned "a boatwright
little lesson." He goes on to say:
In this edition the original and correct ending to 
the story has been restored, as have a number of other, 
minor passages. The Floating Opera remains the very 
first novel of a very young man, but I'm pleased that it 
will sink or float now in its original design. (R.v)
These comments imply that the novel has simply been restored
to its original (manuscript) condition, an implication gener-
3ally accepted without comment by critics and reviewers. It 
is not, however, entirely true. Restoring the original end­
ing and other passages makes the revised edition considerably 
different from the 1956 version, significantly altering its 
structure and thematic implications: the revised edition
presents a conclusion radically different from the original's, 
completely changes the form of one chapter, omits another 
chapter,- and alters the sequence of plot episodes. Barth also
9
made a number of stylistic revisions, and these too have a 
pronounced effect on the novel, creating more consistent char­
acterization, affecting the distance between narrator and 
reader, and forcing the reader into a more active relation­
ship with the text.
The differences between the editions and the nature of 
the changes that create those differences can be seen most 
clearly by considering the textual variants in two groups, 
one composed of stylistic changes, the other of changes re­
sulting from the inclusion, omission, and rearrangement of 
incidents.
Although Barth ignores the first of these categories 
in his "Prefatory Note to the Revised Edition," an examina­
tion of the texts shows that there are over one hundred fifty 
stylistic alterations in the first two chapters alone, and 
that only twenty-eight of the original two hundred eighty 
pages show no signs of stylistic revision.^ For the purpose 
of analyzing the stylistic changes we can establish a number 
of separate (though partially overlapping) sub-categories 
within this group of revisions, identifying each according to 
its effect; the changes correct grammatical errors, alter 
sentence structure or grammar in order to shift the emphasis 
of individual passages, affect our perceptions of the char­
acters, and alter the distance between narrator and reader.
The first of these, least frequently encountered, is 
Drobablv the least significant of the stylistic changes.
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The elimination of such errors as the ones below, however, 
demonstrates Barth's thoroughness in revising The Floating 
Opera.^
. . .  I got the impression 
that the judge —  a noto­
riously staid and conserva­
tive fellow —  believed 
Mack was insane from the 
beginning. (97)
. . .  I felt every inch a 
stud, a stallion, a 
stone-horse! and regarding 
her leanness, perched on 
the couch, with nostrils 
all but quivering. (127)
. . .  I got the impression 
that the judge —  a staid 
fellow —  believed Mack had 
been insane from the be­
ginning. (R91)
. . .  I felt every inch a 
stud, a stallion, a 
stone-horse! and regarded 
her leanness, perched on 
the couch, with nostrils 
all but quivering. (R119)
Substituting the past perfect for the simple past in example 
one and the past tense for the participle in example two makes 
the narrator's usage formally acceptable and replaces confus­
ing constructions with clear ones.
Clarity, economy, and emphasis rather than traditional 
usage seem to be the criteria which dictate most of Barth's 
revisions of grammar and sentence structure.
. . .  a little ray of sun­
light reflected from some­
thing outside and streaked 
brilliantly across the sun- 
browned skin of her. (19)
He explained that upon his 
recanting the Marxist heresy, 
his father had reinstated 
him in the Mack family's 
good graces and excellent 
credit ratings, and that he 
was now in charge of all the 
cucumber patches and raw 
processing plants on the 
Shore. (26)
. . .  a little ray of sun­
light reflected from some­
thing outside and streaked 
brilliant across the sun- 
browned skin of her. (R18)
He explained that upon his 
recanting the Marxist heresy, 
his father had reinstated him 
in the Mack family's good 
graces and excellent credit 
ratings, and put him in 
charge of all the cucumber 
patches and raw processing 
plants on the Shore. (R24)
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In the first passage Todd Andrews is describing his mistress, 
Jane Mack, at a moment when she seems particularly desirable 
to him; substituting the adjective for the adverb, though 
technically incorrect, focusses the description on her "sun- 
browned skin" instead of on the sunlight. The effect of the 
revision in example four is less subtle, but the change rep­
resents equally well the way in which Barth has altered sen­
tence structure for the sake of emphasis. Harrison Mack, Jr., 
who is doing the explaining, is a relatively passive charac­
ter of whom Todd has said; " . . .  Harrison, like the chame­
leon whom nature has equipped with no greater gift, simply 
assumes, in time . . . the color of his surroundings." (23) 
This facet of his character is emphasized by the parallelism 
of the revised sentence, which stresses his father’s activity 
and power and leaves Harrison, Jr., only the negative act of 
recanting.
Although the changes in grammar and sentence structure 
demonstrate the care with which Barth revised The Floating 
Opera and alter the emphasis of individual passages, his ex­
cision of verbiage has a more profound effect on the style of
the novel. Many of the alterations in this category are like
that reproduced below.
Each of the three of us Each of the three of us
loved the other two as loved the other two as
thoroughly as each was ^ thoroughly as each was
capable of loving, and able, and . . . (R19). . . (20)
The original version is formally correct, but the revision
12
eliminates the awkward prolixity of the comparison; similarly, 
Barth has pared clauses down to phrases and phrases down to 
words throughout the novel, compressing meaning into smaller 
and more graceful units.
Many of these condensations and compressions, like 
that above, are those we would expect a more mature craftsman 
to make in revising his earlier writing, and they are too 
many and various to classify usefully. Nevertheless, we can 
establish some large groupings which embrace most of these 
revisions: Barth has eliminated intensives, isocolons involv­
ing synonymous terms, repetitious detail, and superfluous de­
tail throughout the novel. Although each individual omission 
has little impact on the style, the cumulative effect of the 
changes is significant.
The original edition of The Floating Opera contained
a large number of intensives, and Barth eliminated most of
them in revising the novel. The examples below are typical.
. . . every minute I lived g . . .  every minute I lived
might well be my last. (135) — might be my last. (R127)
. . . they were able to . . .  they were able to
talk about the matter talk about the matter
quite frankly, and they frankly and they tried
tried hard to articulate 1_ hard to articulate their
their sentiments, to de- sentiments, to decide how
cide just how they really they really felt about it.
felt about it. (164) (R154)
In these cases the intensives' functions are negligible; their 
omission changes neither the meaning nor the emphasis of the 
passages. The intensive's normal function is to increase the
13
semantic effect of a word or phrase; the content of example 
six is striking enough without intensification, and in ex­
ample seven the original edition's intensives do not inten­
sify meaning or effect but serve instead as a printed equiv­
alent of the vocalized pause. By excising such weak inten­
sives from the text Barth removed an annoying stylistic ec­
centricity and created greater economy.
Barth eliminated another stylistic "tic" of the ori­
ginal edition when he removed the majority of the isocolonic 
constructions making use of synonymous or nearly synonymous 
terms. Example one contains such a change, and examples may 
be found throughout the text.
. . . I drove myself, dis- . . .  I drove myself ; drank
ciplined myself, whipped g much, slept little. (R132)
myself; drank much, slept —
little. (140)
He'll just put up a whale He'll just put up a whale
of a holler and tussle. 9 of a tussle . . . (R165)
. . (177)
. . . announce some stra- . . . announce some trump
tagem, some colpo mortale, _  ̂that I'd save to play,
some trump that I'd saved —  (R179)
to play. (195)
The use of synonyms in parallel constructions draws our at­
tention to the concepts being expressed more emphatically 
than does the single term of the revised edition, and some 
stress is therefore lost through the revision, but the fre­
quent use of such isocolons also draws our attention to the 
language itself and impedes the progress of the narrative.
By eliminating them Barth has accelerated the pace of the
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narrative and minimized the obtrusive qualities of the nar­
rator's rhetoric, creating a more decisive, vigorous style.
The reduction of emphasis brought about by these re­
visions indicates an increased reliance upon the reader's at­
tentiveness, a reliance also apparent in the elimination of 
repetitious detail.
I was just thirty-seven I was just thirty-seven
then, remember —  I was ,, then, and as was my prac-
born in 1900 —  and as —  tice . . , (P9)
was my practice . . . (9)
. . . room in a huge, . . . room in an ancient
ancient row-house —  it ^2 row-house —  it must once
must once have been pa- —  have been palatial —  on
latial —  on . . . (140) . . . (R131)
. . . until the missing . . . until the missing
portions of the estate —  portions of the estate
the bottles of pickled were accounted for. (R146)
excrement —  were accounted 
for. (155)
In the paragraph preceding that from which example eleven is 
drawn Todd informs us, for the sixth time, that the occurrence 
he is about to describe took place in 1937, thus making his 
year of birth obvious;^ the fact that the row-house was huge 
is implied by the statement that it was once palatial; the 
missing portions of the Mack estate have been discussed fre­
quently enough, in enough detail, and in close enough prox­
imity to the passage in example thirteen to render unneces­
sary any reminder of what they are. These facts are all more 
obvious in the original edition because they are repeated 
there, but the same amount of information is available to the 
attentive reader of the revised edition.
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Another kind of revision indicating an increased re­
liance on the reader's attentiveness and interpretive ability, 
in addition to increasing the narrative pace, is the elimi­
nation of descriptions of characters' emotional responses to 
situations. This kind of omission is most common in scenes 
dominated by dialogue, but is also found quite frequently in 
passages describing action.
"Shut up!" I commanded dra- "Shut up!" I commanded,
matically. "Don't even say "Don't even say it." I had
it." i had decided to be —  decided to be strong. (R121)
strong. (129)
"Well, how ^  you feel?" he ,_ "Well, how ^  you feel?" he
cried vehemently. (180) —  cried. (R167)
"Ha!" the Colonel exclaimed, "Ha!" the Colonel exclaimed,
a bit nervously, and still and still held fast to my
held fast to my arm, as 3^ arm, as though afraid I'd
though afraid I'd bolt for bolt. (R192)
freedom. (208)
He stared incredulously for He stared for a moment,
a moment, took the cigar took the cigar from his
from his mouth, and then —  mouth, and then broke into
broke into a great smile (207) a great smile. (R192)
I rolled away and struck I rolled away and struck
desperately at her, but 3^ at her, but it was a losing
it was a losing fight. (143) fight. (R135)
These revisions may seem to reduce the effectiveness 
of Barth's dialogue and characterization, but that appearance 
is primarily a result of removing the passages from their 
contexts. In most instances in which the adverb describing 
a character's tone of voice has been removed the general mood 
of the conversation has already been established, and the ad­
verb merely reinforces that mood. The omission of "dramati­
cally" from example fourteen, for instance, doesn't affect
16
our perception of the remark; Todd is recounting the incident 
that led to his first sexual experience, and has emphasized 
the melodramatic, juvenile-romantic quality of the encounter 
throughout his description. Both he and the girl indulge in 
a great deal of dramatic posing, and this is clearly implied 
by the ironic remark which concludes the quoted passage. 
Similarly, the vehemence of the speaker in example fifteen 
is easily inferred from the emphasis on created by the
italic type and from the content of the passage, which deals 
exclusively with the relative merits of staying alive and 
committing suicide. The Colonel's nervousness, originating 
in his inability to understand Todd's motives for giving him 
five thousand dollars, has been stressed in the descriptions 
of several interviews between them and in an earlier portion 
of the scene from which example sixteen comes.
Barth has omitted descriptions of characters' emotional 
responses to situations even when the tone of the dialogue has 
not been established, as in examples seventeen and eighteen, 
when the nature of the response is highly predictable, given 
the character and the situation. The description of the 
Colonel in example seventeen, for instance, loses nothing by 
the omission of "incredulously," even though this is the first 
time he is described in this scene. Todd had rebuffed all the 
Colonel's overtures of friendship, and had recently supported 
the Colonel's assumption that he would not come to the letter's 
New Year's Eve party; we would expect the Colonel's reaction
17
upon seeing Todd enter the party to be disbelief. Todd's 
desperation, too, hardly needs to be pointed out; at the mo­
ment being described in example eighteen he is dead drunk, 
suffering intensely from an infected prostate, and being at­
tacked with a broken bottle by a prostitute who has just 
doused his groin with the rubbing alcohol the bottle had con- 
tamed *
The descriptions of characters' emotional responses 
are not repetitious details in the same sense as the factual 
repetitions discussed earlier (in examples eleven, twelve, 
and thirteen), but they are nevertheless redundancies, for 
they state details that an attentive reader would infer, given 
the character and the context.
Other omitted details, like those below, can not be
inferred by the reader of the revised edition.
It was a drunken affair It was a drunken affair
held somewhere in Guil- held somewhere in Guil­
ford, a wealthy section 3^ ford, a wealthy section
of Baltimore —  I've no of Baltimore. At the . . .
idea whose house the par- (R20)
ty was in, or where in 
Guilford the house is.
At the . . . (21)
Colonel John Kirk, Lord Colonel John Kirk, Lord
Baltimore's Dorchester Baltimore's Dorchester
land agent, built in 1706 land agent, built in 1706
the town's first house, 2iD the town's first house
"The Point," near . . . near . . . (R45)
(59)
I know of no really good Harrison and I were in the
restaurant in Cambridge; 21. habit of lunching at . . .
I think there are none. (R145, begin Chapter XVI)
Therefore, since a wide 
selection of excellent
18
food is out of the ques­
tion , one's grounds for 
choosing a regular eating 
place are likely to be 
rather gratuitous. Harri­
son and I were in the 
habit of lunching at . . .
(154, begin Chapter XVI)
Unlike the details discussed earlier, these are not necessary 
for an understanding of the scenes and descriptions of which 
they are a part. It is of some significance that the house 
mentioned in example nineteen is in a wealthy section of Balti­
more, for the narrator meets Harrison Mack, a wealthy man, at 
the party he attends there; yet his present ignorance of the 
exact location of the house is inconsequential. We get fur­
ther insight into the atmosphere of Cambridge from the de­
scription of the age and origin of its houses, but the name 
of John Kirk's plantation house does not add to that insight. 
Similarly, the presence or absence of good restaurants in 
Cambridge does not contribute to our understanding of the 
scene which takes place in the lunchroom where Todd and Har­
rison meet. In fact, this detail detracts from the effec­
tiveness of some statements which follow it, in which Todd 
asserts that his primary reason for eating at the Judge's 
place is his appreciation of the Judge's integrity and polit­
ical acumen.
The elimination of almost all extraneous details dem­
onstrates the care with which Barth revised The Floating Opera, 
and eliminating them has trimmed out another kind of verbiage.
thereby making the narrative more direct and forceful. But 
these excisions are important primarily because they contrib­
ute to our understanding of his other omissions: only where
the detail is clearly irrelevant to the development of plot, 
character, setting, or theme does Barth eliminate it com­
pletely. In the other cases discussed above (examples eleven 
through eighteen) he alters emphasis rather than content, 
shifting the burden of observation and judgment to the reader.
The reader's responsibilities are further increased 
by another kind of omission, as the table below illustrates.
. . .  my purpose —  to make 
as short as possible the 
gap between fact and opin­
ion —  necessarily renders 
the Inquiry interminable? 
Because, you see, one can 
never know for sure that 
every last scrap of infor­
mation has been discovered, 
and so one must be perpetu­
ally searching for another 
scrap. One could . . . (240)
I. Nothing has intrinsic 
value. Things assume value 
only in terms of certain 
ends.
The reasons for which
22
. . .  my purpose —  to make 
as short as possible the 
gap between fact and opin­
ion —  necessarily renders 
the Inquiry interminable? 
One could . . . (R219)
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I. Nothing has intrinsic 
value.
II. The reasons for which 
people attribute value to 
things are always ultimately 
irrational. (R223)
I I . ______ _ _____________
people attribute value to __________
things are always ultimately 
arbitrary. That is, the 
ends in terms of which 
things assume value are 
themselves ultimately ir­
rational . (244)
In the 1956 edition the narrator frequently elaborates the 
philosophical positions which underlie actions and explicates 
philosophical generalizations. Although the philosophical
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implications of actions and the overt statements of philo­
sophical positions retain their importance in the revised 
edition, the narrator's commentary about them is significantly 
reduced.
The increased effort demanded of the reader is pe - 
haps most clearly exemplified by the variant forms of Chapter 
XX, "Calliope Music." The text of the 1956 edition begins;
As you doubtless decided long ago yourself, not only 
am I not a philosopher; I'm not a prose stylist, either.
At best, my prose is a plodding, graceless thing: I've
no comprehension of stylistic tricks, nor can I stick to 
the straight highway of the plot, when there's half a 
world on either side. Just now, for example, it's time 
for me to tell you about my brief afternoon's activities 
in my office —  which to many people will seem altogether 
irrelevant to the story in the first place, though I can't 
be expected to agree —  and I find myself faced with the 
necessity of introducing this chapter twice. How is it 
to be done? My first thought is to deliver the two in­
troductions simultaneously, in double columns 
one to be read with the one to be read with the
left eye, and one with left eye, and one with
the right, so; but I the right, so; but I
daresay the more croch- daresay the more croch-
ety among you would be ety among you would be
annoyed by such an un- annoyed by such an un­
orthodox expedient. orthodox expedient.
My second thought is to deliver them consecutively, 
or else by recourse to interlineation; but it occurs 
to me that no matter how the thing is done, I shan't 
escape the charge of disorganization from those who 
would prefer our world to be a rational one, in which 
single chapters have single introductions and all 
chapters are relevant. And it is, without question, 
those people, among others, whom I'm trying to please 
as much as it is convenient. (186-7)
The revised edition also begins with a narrator's disclaimer.
My prose is a plodding, graceless thing, and I've no 
comprehension of stylistic tricks. Nevertheless I must 
begin this chapter in two voices, because it requires 
two separate introductions delivered simultaneously, 
fm 72\
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But instead of continuing with a self-conscious explication 
of the difficulties of writing such a double introduction, 
the narrator presents his introductions in double columns, 
beginning each with the same sentences in order to give the 
reader some practice at this new kind of reading and then 
giving the same information contained in the 1956 edition's 
sequential introductions.
The ironic comment about "those who would prefer our 
world to be a rational one, in which single chapters have 
single introductions" makes it probable that the introductions 
were presented in columnar form in the manuscript version and 
rearranged at the insistence of the Appleton-Century-Crofts 
editors. The columnar arrangement is an attempt to create 
simultaneity by means of form, and, though a bit "tricksy," 
it is effective if the reader makes an effort to read the
7columns simultaneously. The reader who does so must work 
not only at the physical task but also at making connections 
between the introductions, for their synchronous presentation 
forces him to see them as equally important and closely re­
lated.
In the 1956 edition the narrator first reminds us of 
a conversation he had reported two chapters earlier, a con­
versation in which he discussed old age, death, and suicide 
with Mr. Haecker, an old man trying to convince himself that 
life is worth living. Todd directs our attention particularly 
to his remark that "anyone who wishes to order his life in
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terms of a rationale —  anyone, then who wishes to live rea­
sonably —  must first of all answer for himself Hamlet's 
question." (187) He elaborates on this position, explaining 
that he is not a promoter of suicide but believes that "those 
who would live reasonably should have reasons for remaining 
alive." (187) This material is contained in the right-hand 
column of the revised edition, where the original text has 
been reproduced with little change.
Todd then introduces his second introduction, in which 
he provides an overview of the legal case which will be de­
tailed in the balance of the chapter, commenting on the "clum­
sy ironies of coincidence" (188) that manifest themselves in 
the relationship of the case he is considering and the tunes 
played by the showboat calliope as Adam's Original and Un­
paralleled Floating Opera nears the Cambridge wharf. He notes: 
"never did there exist such an unparalleled floating opera as 
the law in its less efficient moments, and seldom had the law 
such inefficient moments as those during which it involved 
itself . . .  in Morton vs. Butler." He comments on the in­
clusion of "the law's delay" in Hamlet's list of things that 
potentiate suicide, and then begins the history of the legal 
battle between Morton and Butler. This material forms the 
left-hand column of the revised edition, and the text is un­
changed except for the transitions between the introductions
0and the body of the chapter.
The immediate relevance of the second (left-hand)
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introduction is clear, for it establishes the general frame­
work necessary for an understanding of the legal case Todd 
is working on. The right hand introduction considers Hamlet's 
question directly, and this similarity to the left-hand in­
troduction is the clearest indicator of their relevance to 
the chapter and their contribution to the thematic concerns 
of the novel. Todd's rational Inquiry into the causes of his 
father’s suicide and his own rationalized decision to commit 
suicide are clearly suggested by the references to Hamlet.
Both the Inquiry and Todd's decision are based on the assump­
tion that there must be reasons, rationally discernible and 
capable of articulation, for staying alive or for committing 
suicide. But in the case, Morton vs. Butler, we see the law, 
which is commonly thought of as a rational, orderly system, 
as a set of discontinuous, bizarre rules subject to arbitrary 
and capricious manipulation. Todd's defense of his client 
rests on his attempt to have the court include the son of the 
suing party as a co-defendant in the action so that the prin­
cipal, Henry Morton, cannot sue Todd's client without suing 
his only son as well. The case has been in process for six 
years, and the Supreme Court of Maryland has finally decided 
the procedural question in Todd's favor, assuring the success 
of his plan. At this point, however, the principals reach an 
out of court settlement based on a political deal and the case 
is dropped. The law is clearly a "floating opera," irrational 
at base, " . . .  fraught with melodrama, spectacle, instruction.
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and entertainment" (8) but floating directionless on the 
stream. As a rational system it can supply no answers to the 
questions raised by human conduct, though those questions, 
like Morton vs. Butler, seem to get resolved outside of it.
The normal, sequential arrangement of the 1956 edition's 
text does not, of course, prevent the reader from making these 
connections, but it does not require him to do so as urgently 
as does the later edition. The form of the 1967 edition in­
creases both the physical and intellectual demands on the 
reader, and almost forces him to speculate about the relation­
ship of form and content, if only to decide why Barth chose 
to depart from normal practice.
All of the stylistic revisions affect the reader's im­
pression of Todd Andrews because his is the speaking voice, 
but Barth seems to have made some revisions specifically de­
signed to alter that impression. He has excised three kinds 
of remarks that Todd makes in his role as narrator: those
which indicate uncertainty about the facts of the story, 
those which ask questions of the reader, and those which di­
rect the reader not to draw a particular conclusion from the 
action.
The narrator's uncertainty about the correct interpre­
tation of fact, about his ability to correctly assign causes 
for events, is essential to the novel; his Inquiry is a life­
long attempt to do just that, and the episode in which he 
kills a German sergeant who had shared with him a night in
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no-'inan’s-land further illustrates the difficulty of applying 
systematic reason to human action. His uncertainty about 
facts, however, detracts from the centrality of this problem. 
If he does not know what happened it is absurd for him to 
speculate about causes or relationships, and his difficulties 
can be dismissed as failures of observation or memory rather 
than problems generated by the nature of experience. Although 
a suggestion of the uncertainty of observation is maintained 
in the revised edition by Todd’s inability to remember the
9precise date on which the events he is narrating happened, 
most indications of uncertain observation have been elimin­
ated, as illustrated below.
It was, if I’m not alto- It was at some moment
gether mistaken, at some 2£ during the performance 
moment during the per- . . . (Rll)
formance . . , (11)
. . , the last night be- . . , the last night be­
fore the Christmas holi- fore the Christmas holi­
day at both the law 25 days at both the law
school and the medical school and the medical
school, though this is school, Marvin . . . (R132)
uncertain —  it may have 
been before some sort of 
examination, Marvin . . .
(140)
Todd's memory, aided by fourteen peach-baskets full 
of notes and commentary, seems more reliable in the revised 
edition, but that reliable memory for fact simply makes more 
acute the problem of interpretation. The revised edition 
suggests even more clearly than the original that we can know 
only fact, and that however much fact we have, the gap between
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fact and judgment cannot be crossed with rational, final cer­
tainty.
In both editions of The Floating Opera Todd Andrews 
establishes an informal, conversational tone for his narration 
by addressing the reader directly. In the first chapter, 
"Tuning My Piano," he talks about the difficulty of starting 
a novel-length project and begs our indulgence for the mis­
takes he will inevitably make in this unfamiliar form. Through­
out the chapter, which gives us a summary of his history and 
examines the floating opera metaphor, Todd is acutely con­
scious of the reader's presence. He talks of "doing several 
things for you," of "our progress" through the novel, and says 
that "we'll have to stick to the channel" of the story. (R2) 
This attempt to involve the reader on a personal basis con­
tinues throughout the novel.
There are, however, both quantitative and qualitative 
differences in the direct addresses of the two editions.
Their frequency has been reduced in the revised edition, and 
certain kinds of questions and comments have been eliminated 
almost completely. In the first edition Todd frequently tries 
to predict the reader's response to information and comment on 
that response; this second-guessing has been excised from the 
1967 edition, as in the examples below.
. . . I'm fifty-four years . . . I'm fifty-four years
old (does this surprise 26 old and six feet tall,
you?); I'm six feet tall, but . . . (R3)
but . . . (4)
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. . . different circum- . . . different circum­
stances (don't be alarmed '2J_ stances: I had been . . .
if I sketch them in (R22)
briefly; I'll return to 
them later): I had been
. . . (24)
It seems probable that Barth eliminated such questions and 
comments because of their potential for reducing the intimacy 
between Todd Andrews and the reader. If his guesses are in­
correct the illusion of direct communication between reader 
and narrator is weakened, and the reader is then inclined to 
dismiss other direct addresses as comments directed toward 
someone other than himself.
A number of rhetorical questions about the progress of 
the narrative have also been eliminated, possibly for similar 
reasons.
One last remark, may I? and One last remark. Were
then I promise I'll get on 2^ you . . . (R3)
with the business. Were you 
. . .  (3)
. . . hear them. Need I . . .  hear them. I needn't
explain? That's how much 29̂  explain that that's how 
. . .  (8) much . . . (R7)
The shape of the narrative is already determined, and the
reader's response to such questions cannot alter it. Like
rhetorical questions from the lecture platform, they invite
polite but meaningless r e s p o n s e s t h e  reader's involvement
with Todd's story is decreased rather than increased by these
questions, for they suggest that his response is not important
and they carry patronizing overtones.
In addition to eliminating these dysfunctional questions
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and comments, Barth has significantly reduced the number of 
admonitions Todd directs toward the reader.
- . . the day before.
It seems to me that any 
arrangement of things at all 
is an order. If you agree, 
it follows that my room was 
as orderly as any room can 
be, even though the order 
was perhaps an unusual one.
Don't get the . . . (RIO)
But as it happened they 
very quickly . . . (R156)
. . . the day before.
Disorderly? Think before 
you say so —  it's too easy 
a judgement. It seems to 
me that any arrangement of 
things at all is an order.
If you agree, and I don't 
see why you shouldn't, 3[0
then it follows that ray 
room was as orderly as any 
room can be, even though 
the order was perhaps an 
unusual one. If you're 
interested in accuracy, 
you mustn't jump at easy 
judgements while reading 
this book.
For example, don't get 
the . . . (10-11)
But as it happened (I 
shall be disappointed if 31 
you infer from this either 
a natural law or divine 
intercession) they very 
quickly . . . (166)
These omissions reflect Barth's increased confidence in the 
reader's ability to make independent judgments about the ac­
tions of the novel, and they also make Todd less patronizing 
toward the reader. It is possible for us to enter more fully 
into his situation in the revised edition because he treats 
us as equal intelligences instead of as slightly obtuse audi­
tors who need to be led; his assumption that we are capable 
of seeing events as he does without overt assistance makes us 
more likely to sympathize with him. These omissions, like 
those in examples twenty-six through twenty-nine, increase the 
informality and intimacy of the narrator-reader relationship.
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Each of the stylistic revisions —  alteration of gram­
mar for effect, elimination of repetitious detail, extraneous 
detail, and isocolonic constructions, excision of explication, 
and alteration of the narrative voice —  has its individual 
impact on the novel. The frequency and pervasiveness of these 
revisions, obvious from the statistical data presented at the 
beginning of this chapter and from the presence of examples 
from all parts of the work, suggests that they should have a 
significant impact on the style of the whole. Their impor­
tance can be seen most clearly, however, when we examine a 
passage of sufficient length to demonstrate their combined ef­
fect. The passage reproduced below has been chosen almost at 
random. Although it deals with an important event it does not 
describe a climactic moment in the action, nor does it seem to 
have received any greater attention than many passages of sim­
ilar length, yet it contains examples of almost all the kinds 
of revisions discussed above.
Todd Andrews is visiting the Mack home for the first 
time since the interruption of his affair with Jane Mack more 
than two years earlier. Jane and Harrison have invited Todd 
upstairs to see Jeannine, who may be his daughter.
Jane had crossed the Jane had crossed the
room to adjust the window, room to adjust the window,
and Harrison and I stood and Harrison and I stood
side by side at the crib, side by side at the crib,
where Jeannine was already 3^ where Jeannine was already 
on the verge of sleep. A on the verge of sleep. A
number of very obvious number of obvious thoughts
thoughts were in the air were in the air of the
of the nursery —  it was nursery —  it was like a
30
like a scene arranged by a 
heavy-handed Hollywood di­
rector —  and I, for one, 
was terribly embarrassed 
when Jane, after her ex­
cellent and immediate good 
taste of a few minutes be­
fore, now came up behind 
us and simply grasped both 
our arms tightly while we 
looked at the little girl.
Our little girl, the whole 
tableau simpered, under­
lining the pronoun, and it 
doesn't matter which of 
you is the father, for she 
was conceived in the sweet­
ness of all our love. Ah, 
reader, the thing was so 
gross, so sentimental; and 
yet I was moved, in my un­
comfortable fashion, for
with the Macks these senti- __
ments are always thoroughly 
sincere. They are simply 
full of love, for them­
selves, and for each other, and 
for me.
We went back downstairs, 
soberly, but Harrison, sen­
sitive by then to such so­
lemnities, at once poured a 
round of inordinately alco­
holic cocktails and we were 
soon gay again, like kids 
after communion —  we were 
restored to grace. The 
evening was a success; I 
returned often; and soon, 
but for the two quiet 
years that sometimes hung 
heavy over our conversa­
tion, we spoke together as 
freely and easily as ever.
I will say honestly that 
had the friendship remained 
at exactly this stage of re­
construction, I should have 
asked for nothing more. I 
was content to see the Macks 
outgrow their earlier unbe­
coming and immature jealousy.
scene arranged by a heavy- 
handed director —  and I, for 
one, was terribly embarrassed 
when Jane, after her excellent 
and immediate good taste 
of a few minutes before, 
now came up behind us 
and grasped both our arms 
tightly while we looked at 
the little girl. Our little 
girl, the whole tableau 
simpered, underlining the 
pronoun. Ah, reader, the 
thing was gross, sentimental; 
and yet I was moved, for with 
the Macks these sentiments 
are sincere. They are sim­
ply full of love, for them­
selves, for each other, for 
me.
32 (continued)
We went back downstairs, 
soberly, but Harrison, sen­
sitive by then to such so­
lemnities, at once poured a 
round of cocktails and we 
were soon gay again, restored 
to grace. The evening was 
a success; I returned often; 
and soon, but for the two 
quiet years that sometimes 
hung heavy over our conver­
sation, we spoke together 
as easily as ever.
Had the friendship re­
mained at exactly this stage 
of reconstruction, I should 
have asked for nothing more. 
I was content to see the 
Macks outgrow their unbe­
coming jealousy, which was 
as dangerous to their own
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which was as essentially dan- relationship as it was incon- 
gerous to their own relation- sistent with their previous 
ship as it was inconsistent behavior. (R159)
with their previous behavior.
(170-171)
The essential content of the two versions is identical: 
Todd, Harrison, and Jane look at their child; Jane makes a 
sentimental gesture of reconciliation which Todd finds embar­
rassing; all three retreat downstairs for another round of 
drinks; and the forthcoming restoration of their triangular 
sexual relationship is implied. The differences between the 
passages are purely stylistic, and these variants reveal an 
author whose awareness of the sound and structure of prose and 
whose confidence in his readers have grown.
Barth's sensitivity to the sound of his words can be 
seen in his excision of "Hollywood," which carried the allit­
eration of the original phrase to painful lengths, and his 
more sophisticated use of the basic structure of prose is ap­
parent in the change which puts Todd in a more forceful gram­
matical parallel with Jane and Harrison in the last sentence 
of the first paragraph. By eliminating six intensives, six
Iother inessential modifiers, and one isocolonic cliche made 
up of synonymous terms Barth has removed most of the first 
edition's deadwood, thereby creating a more vigorous and con­
cise style which focusses our attention on the events it de­
scribes without depriving us of any necessary information.
The omission of "in my uncomfortable fashion" near the 
end of the first paragraph does not reduce our understanding
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of Todd’s reactions to the scene, for the phrase repeats a 
detail already established; the immediate context indicates 
the narrator's discomfort, and we have learned earlier that 
Todd Andrews is always embarrassed by sentiment. Omitting 
the phrase allows the sentence to proceed directly to the rea­
son for Todd's emotion, and implies an increased confidence 
that the reader will remember necessary details. Barth has 
also omitted the explication of "restored to grace," apparent­
ly assuming that readers can make the association for them­
selves, and has reduced the amount of commentary on the appar­
ent symbolism of the tableau. The latter not only forces the 
reader to assume part of the burden of interpretation but af­
fects his perception of Todd's character. The sarcasm indi­
cated by "simpered" is reinforced by the overly-sentimental 
diction of the concluding clause of the omitted sentence, and 
the omission thus reduces the acerbity of Todd's character.
As a comparison of this two and one-half paragraph ex­
ample with the earlier one- or two-sentence examples suggests, 
the longer the sample passages, the more pronounced the ef­
fects of the revisions, for the effect of each is reinforced 
by and reinforces those which surround it. The changes shift 
emphasis in individual scenes and alter characterization, thus 
affecting our perception of the action of the novel, and the 
overall impressions created by the styles of the two editions 
differ considerably. The first edition's prose is often pro­
lix and repetitive, and its rhetorical tics call attention to
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themselves for no apparent reason. The second edition's is 
more concise and less obtrusive. The repetitions and stylis­
tic eccentricities have disappeared along with the patroniz­
ing explications and directives, and we are left with a prose 
style which presents actions and thoughts in terms of the spe­
cific and concrete without appearing self-conscious. It re­
mains the vehicle of a particular narrator, Todd Andrews, and 
the narrative retains his unique associational and logical or­
ganization, but the style is clearer, more carefully control­
led, and more direct than the first edition's, demonstrating a 
much more mature craftsmanship.
Part 2: Restorations
Although Barth does not mention stylistic revision in 
his "Prefatory Note to the Revised Edition," he does say that 
he has restored "the original and correct ending" and "a num­
ber of other, minor passages." (R.v) These restorations have 
a greater impact on the thematic concerns and structural unity 
of The Floating Opera than do the stylistic revisions, yet 
they too have been ignored by most critics.
The first textual variant which appears to be a resto­
ration occurs in Chapter XI, "An instructive, if sophisticated, 
observation." The chapter is set in the present time of the 
novel, June 21st or 22nd, 1937; Todd is walking down a Cam­
bridge street on his way to an appointment with Dr. Marvin 
Rose, an appointment he has made in spite of his resolve to 
commit suicide before the end of the day.
At the curb in front of a 
large funeral parlor a 
sleek black hearse was 
parked, its loading door 
closed, and several mourn­
ers, along with the 
black-suited employees of 
the establishment, stood 
quietly about in the yard.
As I approached, a fat 
black pussycat, scarred with 
experience and heavy with 
imminent kittens, trotted 
wearily out of a hydrangea 
bush beside the undertaker's 
porch into the sun, and for 
no discernible reason curled 
plumply in the middle of the 
sidewalk and closed her eyes. 
Just then the door opened, 
and the pallbearers came out 
bringing the casket. Their 3^ 
path was diverted, but not 
greatly, by the pregnant cat. 
Some of the pallbearers smi­
led, and an employee of the 
funeral home nudged the cat 
aside with his toe. She got 
up, stretched, yawned, and 
padded off to find some less 
traveled thoroughfare to 
sleep in; the loading door 
of the hearse was swung 
open, and the casket loaded 
gently inside.
I smiled and walked on. 
Nature, coincidence, can 
often be a heavy-handed 
symbolizer. (116-7)
At the curb in front of a 
large funeral parlor a 
black hearse was parked, 
its loading door closed, 
and several mourners, along 
with the black-suited em­
ployees of the establish­
ment, stood quietly about 
in the yard. As I approached, 
an aged Chesapeake Bay re­
triever bitch loped from a 
hydrangea bush out onto the 
undertaker's porch, followed 
closely by a prancing, snif­
fing young mongrel setter.
I saw the Chesapeake Bay dog 
stop to shake herself in 
front of the door; the set­
ter clambered upon her at 
once, his long tongue lol­
ling. Just then the door 
opened and the pallbearers 
came out with a casket.
Their path was blocked by 
the dogs. Some of the 
bearers smiled guiltily; an 
employee caught the setter 
on his haunches with an un- 
funereal kick. The bitch 
trundled off the porch, her 
lover still half on her, and 
took up a position in the 
middle of the sidewalk, near 
the hearse. The pair then 
resumed their amours in the 
glaring sun, to the embar­
rassment of the company, who 
pretended not to notice them 
while the hearse's door was 
opened and the casket gently 
loaded aboard.
I smiled and walked on. 
Nature, coincidence, can be a 
heavy-handed symbolizer. (R109)
Todd goes on to call this scene a "clumsy 'life-in-the-face-of
-death' scenario," and expands the general observation which
concludes the quoted passage by supplying a dozen more brief
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examples of nature's "abundant ingenousness." (RllO)
The cat and the dogs serve as recognizable symbols of 
life in the scenario, but with the cat as the life-figure the 
episode's comic edge is blunted and its verbal, visual, and 
philosophical shock value are almost nonexistent. The placid, 
maternal cat who partially diverts the pallbearer's path is 
"nudged aside" and pads sleepily out of the picture; life is 
serene, gentle, and pregnant, and even the representatives of 
death are kind. The copulating dogs blocking the pallbearer's 
path are given "an unfunereal kick" and scramble off the porch 
to resume their activities on the sidewalk near the hearse; 
here life is carnal, self-absorbed, and "tasteless." The con­
trasts of the scene become sharper and more savagely comic.
Both the gentle irony of the first edition's scene and 
the more arresting tableau of the revised edition prepare us 
for the tones of the concluding paragraphs of the chapters.
So, reader, should you 
ever find yourself writing 
about the world, take care 
not to nibble at the many 
tempting symbols she sets 
squarely in your path, or 
you'll be baited into say­
ing things you don't really 
mean, and offending the 
people you want most to en­
tertain. Develop, if you 
can, the technique of the 
pallbearers and myself; 
smile, to be sure, but 
walk on and say nothing, 
as though you hadn't no­
ticed. (118)
So, reader, should you 
ever find yourself writing 
about the world, take care 
not to nibble at the many 
tempting symbols she sets 
squarely in your path, or 
you'll be baited into say­
ing things you don't really 
mean, and offending the 
people you want most to en­
tertain. Develop, if you 
can, the technique of the 
pallbearers and myself: 
smile, to be sure —  for 
fucking dogs are truly fun­
ny —  but walk on and say 
nothing, as though you 
hadn't noticed. (Rill)
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The verbal shock created by placing "fucking" in a paragraph 
characterized by semi-formal diction is like the shock of the 
episode itself, and the gently ironic smile of the first edi­
tion is more intense after the change.
It seems probable that the cat replaced the dogs at 
the insistence of an Appleton-Century-Crofts editor worried 
about good taste, for Todd's reaction to the copulating dogs 
foreshadows later events and supports convictions he expresses 
elsewhere in the novel. Todd calls the dogs "truly funny," 
and this statement, in conjunction with the end of Chapter XII 
(in the revised edition) prepares us for the narration of an 
event Todd considers one of the two "unforgettable demonstra­
tions of [his] animality" (R61) in Chapter XIII, "A mirror 
up to life."
In Chapter XII Todd, still on his way to his appoint­
ment with Dr. Rose, sits down on a park bench where his eighty- 
three year old friend Captain Osborn Jones and the other old 
men of Cambridge sit in the sun and "ingest with their eyes 
everything that passes," like "a chorus of ancient oysters." 
(R112) Their conversation meanders about the subject of the 
funeral being held at the moment, but that topic serves only 
as a starting point for personal reminiscences. The chapter 
is amusing because Barth has captured the mood of the old men 
"digesting people with a snort or a comment" in realistic dia­
logue punctuated by rheumatic wheezes, snufflings, and cackles 
of "mirth and expectoration." (119) It is also of some
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importance in developing Captain Osborn's character, but in 
the first edition it creates an awkward interruption in Todd's 
reflective narrative. It also forces the narrator to use a 
transition to the next chapter which he admits "loses itself, 
like a surrealist collonade, in an infinite regress of arch­
ness." (123) He comments at some length on the trap he has 
gotten himself into, but finds no better bridge to "A mirror 
up to life" than the apologetically offered coincidence of
looking into a reflecting tile wall after he leaves the old 
12men.
In the revised edition, however, the old men's conver­
sation is drawn from the funeral to the dogs, whose amours 
bring them in front of the bench. Captain Osborn assists the 
setter, using a foot to help him mount the Chesapeake Bay 
bitch, and the other old men snicker and encourage the setter 
to help himself while he can. Todd leaves, "thinking of ani­
mals coito;" (R116) Barth has managed to keep the irony of 
the "'life-in-the-face-of-death' scenario" in front of us 
through another chapter and has added to its development. He 
has also provided a natural bridge to "A mirror up to life," 
a chapter detailing Todd's first sexual encounter.
The experience Todd describes in Chapter XIII is sig­
nificant to his personal development and to the action of the 
novel. Not only does the virginal adolescent lose his inno­
cence, but in the process he makes such a determined enemy of 
his partner that seven years later she assaults him with a
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broken bottle, an attack described in Chapter XIV of The Float­
ing Opera♦ Todd's reaction to their love-making causes her 
hatred, and we are prepared for that reaction by his comment 
about the dogs at the end of "An instructive, if sophisticated, 
observation." After he has "bleated like a goat, and roared 
like a lion," (R123) Todd happens to glance at the mirror on 
the bedside bureau.
. . . an unusually large mirror, that gave back our
images full-length and life-size —  and there we were;
Betty June's face buried in the pillow, her scrawny 
little buttocks thrust skywards; me gangly as a
whippet and braying like an ass. I exploded with
laughter! (R123)
. . . even as I write this now, thirty-seven years 
later, I can't expunge that mirror from my mind; I 
think of it and must smile. To see a pair of crabs, 
of dogs, of people —  even lovely, graceful Jane —
I can't finish, reader, can't hold my pen fast to 
the line: I am convulsed . . . (R124)
Todd's description of himself as a whippet and his later re­
ference to "a pair of dogs," (present in both editions) link 
this episode to Chapter XI, and his reaction to the dogs pre­
pares us for his response to seeing himself and Betty June in 
coito.
The revised edition's Chapter XI, then, presents a more 
striking scene than the first edition's and also allows Barth 
to create a more unified series of chapters by introducing the 
image of copulation. It provides material for a smooth tran­
sition from Chapter XII to Chapter XIII, and partially fore­
shadows the content of the latter.
An even more significant difference between the texts
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is the complete omission of Chapter XXIII of the 1956 edition. 
This chapter, "Another premise to swallow," is an explication 
of the preceding chapter, "A tour of the Opera," explaining 
in some detail the relationship of Jeannine's childlike "Why?" 
to Todd's value system. In order to understand what effect 
the omission has on the novel as a whole we must look care­
fully at both Chapter XXII and the omitted chapter.
In Chapter XXII of both editions Todd tells us that 
Jeannine's habit when excited was to slip into "the 'Why?' 
routine," in which she responds to all information with that 
one question. In the first edition he adds that her "routine" 
never bothered him. (215) This overt comment on his reaction 
is omitted from the revised edition, probably because his lack 
of annoyance is evident from his patience in responding to the 
question. Todd's patience with Jeannine is entirely in char­
acter; he displays here the same tolerance evident in his 
treatment of the nearly senile members of the Dorchester Ex­
plorer 's Club and in earlier scenes with Jeannine. But this 
catechism does more than simply add to our appreciation of 
his humanity; his responses are reinforcements of the philo­
sophical position he has expressed in talking to Mr. Haecker, 
the Explorer's Club member most dissatisfied with old age and 
frightened of death.
In Chapter XVIII Mr. Haecker and Todd talk about old 
age and death. Mr. Haecker is trying to convince himself that 
old age is "the glorious finale of life —  the last for which
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the first was made," (176) and that he is content to be old 
and dying. Todd recognizes the older man's loneliness and 
fear of death, but is irritated by his pompous attempts at 
self-deception; having been asked for an honest opinion he 
gives one and tells Mr. Haecker that he trying to fool himself. 
Haecker responds with some anger, but admits that the alter­
natives as he sees them are to "pretend to be content, like a 
man, or go around wailing and weeping like a child." (180)
Todd suggests a third alternative, suicide. In response to 
Mr. Haecker's desperate assertion that life has an absolute 
and intrinsic value Todd responds, "Nothing has any intrinsic 
value." (182) He elaborates on this statement in the follow­
ing chapter, "A premise to swallow," supplying specific illus­
trations and detailing the logical process by which h^ con­
cludes that "nothing is intrinsically valuable; the value of 
everything is attributed to it, assigned to it, from outside, 
by people." (R171)
Todd's responses to Jeannine reinforce this position. 
She, Todd tells us, is not really interested in her own ques­
tions or in his answers, but is merely trying to keep him 
talking. Nevertheless, he responds to her as if she were ac­
tually trying to elicit information. The object of her curi- 
ousity (and the reason for her excitement) is Adam's Original 
and Unparalleled Floating Opera, and she begins by asking 
"What's it for?" Todd tries to explain the purpose of the 
showboat logically. He tells her that "people go on it and
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listen to music and watch the actors dance and act funny."
(215) When she asks why he tries to explain each of the 
clauses in his first response, but this effort inevitably tan­
gles him in questions of human motivation and value ascription 
to which logic cannot supply answers. "Why do they like to be 
happy?" "That’s the end of the line." "Why do they like be­
ing alive?" "End of the line again." (215)
The function of this question and answer session is 
clear if we keep in mind the analogy between the showboat and 
life introduced in the first chapter of the novel. If, as 
the narrator suggests, life is a showboat floating by, then 
Jeannine's reiterated "Why?" is an echo of the question Todd 
had been asking about life, and to which he had found an answer 
only that morning.
Chapter XXIII of the 1956 edition is an extended com­
ment by the narrator on the philosophical implications of the 
catechism in Chapter XXII, and its "premise" is in fact a cor­
ollary of the premise of Chapter XVIII. The chapter begins 
with a more complete set of answers to each of Jeannine's 
questions, but the answers still fall short of solving the 
problems they suggest.
Consider: A man attends the Floating Opera. Why?
Excellent reason: a change from the old routine, a
chance to laugh. Why is it better to laugh than not to? 
Easy: because a laughing man is happy, and it's better
to be happy than sad. Why? Well, without happiness, or 
the hope of it, a man might as well be dead, and surely 
it's better to be alive than dead. Why?
The actors entertain a man. Why? So that he'll like 
them: they want him to like them. Why? They want him
to tell all his friends. Why? So that there'll be a 
good gate; they want a good gate. Why? Why? For 
heaven's sake! So that they'll make money to live on, 
of course. Certainly it's better to eat than to starve. 
Why? Because to starve is to die; it's better to live.
Why? (221)
The final "Why?" of each of these paragraphs, like the "end 
of the line" in the preceding chapter, is an admission that 
logic cannot be applied to human values, particularly to the 
question of suicide, without some previous, rationally inde­
fensible assumptions (such as; if the actors want to eat, 
then . . ., or if one wants to stay alive, then . . .).
The finally unanswerable question is a reminder, as 
the narrator tells us directly in this chapter, that "the rea­
sons that people have for attributing value to things are al­
ways ultimately arbitrary." (222) A few paragraphs later Todd 
tells us again that "There is no ultimate reason for calling 
anything important or valuable; no ultimate reason for pre­
ferring one thing to another," (222) and in the penultimate 
sentence of this three page chapter he repeats this idea, say­
ing: "There is . . .  no ultimate reason for preferring one
thing to another." (223)
The repetitions within this short chapter, although 
obvious, are not in themselves particularly irritating because 
the chapter considers philosophical concepts from a relatively 
abstract perspective; nevertheless, the whole chapter repeats 
information presented in a different form earlier in the novel. 
Even if we look only at the preceding chapter we find the
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philosophical conclusions stated overtly in Chapter XXIII pre­
sented, and we find them in dramatic rather than discursive 
form. Whether this chapter was added to the 1956 edition at 
the suggestion of an editor concerned with clarity or was part 
of the original manuscript, Barth apparently decided that the 
overt restatement of Todd's conclusions about value was un- 
n scô ssâ ïry  •
Omitting this chapter produces yet another effect.
The next-to-the-last sentence of the chapter, quoted above, 
provides a direct foreshadowing of Todd's final answer to Ham­
let’s question, supplying the reader with a conclusion about 
the question of suicide that Todd himself has yet to reach.
At the end of Chapter XXVIII of the revised edition Todd re­
produces the note he made after coming home from his abortive 
suicide attempt aboard the Floating Opera : "There's no final
reason for living (or for suicide)." (R250) This is simply 
the logical extension of the position expressed at the end of 
Chapter XXIII of the 1956 edition, and while it is appropriate 
that the after-the-fact narrator should be aware of this con­
clusion before the actor in the novel is, removing this pre­
mature statement of the resolution of Todd's dilemma provides 
greater suspense by denying the reader prior access to Todd's 
final rationalization.
The omission of this chapter, then, is representative 
of the trends evident in the revisions as a whole, where there 
is a tendency toward making fewer overt philosophical statements
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than were made in the original edition, toward leaving dra­
matically presented material to speak for itself, and toward 
placing greater responsibility for interpretation upon the 
reader.
Although each of the variants discussed above has an 
impact on our perception of the novel, the most extensive and 
important revisions occur in the last few chapters. The ori­
ginal edition's final three chapters become four chapters, and 
Barth has reorganized the action and radically changed events 
and their causes. We can see the scope and nature of these 
changes most clearly if we compare summaries of the action de­
scribed in the final chapters of the two editions.
Chapter XXVII of the 1956 edition, "Will you smile at 
my rowboat?", begins with Todd commenting that a newly formed 
philosophical position, like a new rowboat, should be allowed 
"to sit for a day or two at the dock, to let the seams swell 
tight," (251) but that such a curing period is not always 
available. The next page and one-half of the chapter are de­
voted to a discussion of the relative importance, to the in­
dividual, of conscious and unconscious motivations in ethical 
and/or philosophical considerations. When Todd has stated 
his conclusion that neither kind of motive completely accounts 
for action, he brings Captain Osborn on stage. The Captain 
invites himself to accompany Todd to the performance on board 
the Floating Opera and presents Todd with a bottle of Southern 
Comfort, which they begin to share= Todd decides to invite
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Mr. Haecker to join them and goes up to the old man's room to 
talk with him. He finds Mr. Haecker stretched out on his bed, 
unconscious from a deliberate overdose of barbiturates. Todd 
hurries down to the hotel desk to summon aid, and then returns 
to Mr. Haecker's room with Captain Osborn, the desk clerk, and 
the bottle of whiskey. The ambulance arrives and the atten­
dants take Mr. Haecker away. Todd summarizes Mr. Haecker‘s 
subsequent career, which ends in a successful suicide attempt 
some three years later, and he and Captain Osborn leave for 
the performance. As they go, Todd remarks that his rowboat is 
now afloat.
Chapter XXVIII, "The Floating Opera," opens with a de­
scription of the showboat and the audience. Captain Adam, the 
owner and master of ceremonies, introduces Clara Mulloy, who 
is scheduled to sing but has laryngitis. In place of Clara he 
offers the audience some culture. T. Wallace Whittaker, "the 
eminent tragedian," (260) recites three Shakespeareian solil­
oquies to a progressively more bored and hostile audience, and 
by the time he is well launched into Hamlet's soliloquy on 
suicide the patrons are shouting for the minstrels and throw­
ing pennies. Captain Adam asks him to stop, then fires him 
and tries to drag him off stage, but he can't stop him. When 
T. Wallace has finished the minstrel show begins, to everyone's 
delight, and the minstrels run through their complete repertory, 
much of which is reported to us. Captain Adam introduces the 
last act, Burley Joe Wells doing imitations; Joe imitates a
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steam calliope, a buzz saw, and begins to imitate the race of 
the steamboats Natchez and Robert E ♦ Lee.
When Burley Joe Wells has the audience entranced Todd 
slips out of his seat and goes outside. He goes directly to 
the galley, turns on the gas burners and the oven without 
lighting them, and sits down. He explains his choice of this 
method of suicide by saying that he was attracted by the "op­
portunity to wait out the minutes between my act and its con­
sequences in utter calm," (270) Todd describes his fading 
sensations, and then, suddenly, a crewman enters the galley.
He turns off the gas and runs into the dining room to escape 
the fumes, and Todd finds himself paralyzed; he is thoroughly 
captivated by his rational powers and realizes that there is 
"no reason to do anything." (270)
Then Todd hears Jane Mack's voice, and its urgency 
spurs him into action. He runs into the dining room, from 
which the crewman has disappeared, and finds Jane, Harrison, 
and Dr. Rose examining Jeannine, who has had a seizure. Todd 
feels fright, concern, and even some envy of Harrison (appar­
ently as a result of his immediate involvement with Jeannine), 
and follows the Macks out onto the deck when they leave with 
Jeannine, He calls after them, "I hope she'll be all right!" 
(273); wonders how he can tell them not to trust Marvin Rose's 
competence; and wants "very badly indeed" to go with them. He 
tells Jane that he'll call later on, but won't go with them 
because he doesn't know how to act in such situations.
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At this point Todd considers jumping into the Chop-
tank River, but feels that the moment for suicide has passed.
Some qualitative change had occurred, instantly, 
down in the dining room. The fact is I had no 
reason to be concerned over little Jeannine, and 
yet my concern for that child was so intense, and 
had been so immediately forthcoming, that (I under­
stood now) the first desperate sound of Jane's 
voice had snapped me out of a paralysis which 
there was no reason to terminate. No reason at 
all. (274)
Todd returns to the theater, takes his seat, and watches the 
end of Burley Joe's act, an imitation of a steamboat explosion. 
It comes to a thunderous end, frightening the audience so bad­
ly that some women faint and many scream. The minstrel troupe 
then goes into an oldfashioned breakdown, and the curtain comes 
down.
In Chapter XXIX, "A parenthesis, a happy ending, a
Floating Opera," Todd helps Captain Osborn out of his seat and
back to the hotel, and then retreats to his room. He sits and
thinks for a while, and then adds a parenthetical phrase to
the notes he had made before going to the showboat. Before
the addition the list reads:
I. Nothing has intrinsic value. Things assume 
value only in terms of certain ends.
II. The reasons for which people attribute value 
to things are always ultimately arbitrary.
That is, the ends in terms of which things 
assume value are themselves ultimately ir­
rational.
III. There is, therefore, no ultimate "reason" for 
valuing anything. [244)
IV. Living is action in some form. There is no 
reason for action in any form.
V. There is, then, no "reason" for living. (250)
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Todd's addition to the fifth proposition is "(or for suicide)." 
(278) He finds the negativity of the proposition distasteful, 
but is suddenly excited by the realization that if relative 
values are all we have, then üil way whatsoever are they 
inferior." (279) He decides that this insight provides a way 
for him to live with his weak heart, and says that since the 
problem of living with the knowledge of coming death is every­
one's problem his solution should work for everyone. With 
this new-found hope Todd goes downstairs to telephone the 
Macks, "ignoring with a smile the absurd thunderstorm that 
just then broke over Cambridge." (280)
Although many of the incidents and descriptions pre­
sented in the 1956 edition are retained in the revised edition, 
the order of presentation and a number of crucial passages have 
been changed.
Because Barth omitted Chapter XXIII of the 1956 edi­
tion the chapter equivalent to Chapter XXVII of the earlier 
edition is Chapter XXVI. The chapter has been retitled "The 
first step," and its length has been reduced from five pages 
to one page. It too begins with the statement that new philo­
sophical positions should be allowed to cure for a few days 
before they are acted upon, but that such a waiting period is 
not always possible. The discussion of motivation has been
excised, along with the discovery of Mr. Haecker's suicide at- 
13tempt. Captain Osborn merely invites himself to the per­
formance, and as they leave for the showboat Todd concludes
the chapter by remarking that his rowboat is now afloat.
Chapter XXVII, "The Floating Opera," shows only minor 
stylistic revisions until Burley Joe Wells is performing and 
Todd leaves the theater. (R242) He goes outside and makes 
his way below decks, as in Chapter XXVIII of the 1956 edition, 
but instead of going to the galley he enters the dining room, 
where he lights the three kerosene lamps that are bracketed 
to the walls and opens the valve which supplies acetylene to 
the footlights (for use in towns that don’t have electrical 
connections at their docks, as Cambridge does). Then he goes 
into the galley, lights one burner of the stove, and turns on 
the other three burners and the oven without lighting them.
He returns to the dining room, removes the chimneys from the 
lamps, turns up their wicks, and then goes back topside and 
reenters the theater. As he watches Burley Joe continue his 
imitation of the Natchez vs. Robert E . Lee race he contem­
plates, "calmly," the idea that Jane and Jeannine will soon 
be "charred remains." (R243)
Burley Joe switches into his imitation of the "great 
steamboat explosion" without introduction, and Todd continues 
to wait for the real explosion. The imitation reaches its 
climax; women scream and faint; the minstrels go into their 
breakdown, and the curtain falls.
Chapter XXVIII, "A parenthesis," begins with Todd help­
ing Captain Osborn from his seat and leading him toward the 
aanaolank. He notes that he was unconcerned about the reasons
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for his scheme's failure, which he views without emotion.
Todd says that when he asked himself '"Why not step into the 
river?'" a new voice answered "'On the other hand, why bother?'" 
(R246-7) He has, he feels, turned a corner and unexpectedly 
given himself new prospects to consider. He and Captain Os­
born meet Jane, Harrison, and Jeannine at the foot of the 
gangplank and converse "pleasantly, but without warmth." 
Jeannine is "lying like a sleeping angel" (247) in Harrison's 
arms. Todd notes that he has spoken to Harrison only three 
times since that evening, to Jane only once, and to Jeannine 
not at all.
Todd and the Captain return to the hotel, where the 
Captain presents him with a bottle of Southern Comfort. As 
in Chapter XXVII of the 1956 edition, Todd goes up to Mr. 
Haecker's room to invite him to share the bottle with them, 
finds him unconscious, calls for help, and awaits the ambu­
lance with Captain Osborn, the desk clerk, and the bottle.
The discovery episode has been revised somewhat, but its text 
is essentially that of the earlier edition. After saying good­
night to Captain Osborn, Todd retires to his room to think and 
adds the parenthesis to his fifth proposition.
In Chapter XXIX, "The Floating Opera," Todd notes that 
his change of mind amounted to "a simple matter of carrying 
out [his] premises completely to their conclusions," and that 
"it was of the essence of my conclusion that no emotion was 
necessarily involved in it." (R251) Even Hamlet's question,
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in the face of the fact that nothing makes any difference, is 
meaningless. He considers the possibility that, in the absence 
of absolute values, "values less than absolute mightn't be re­
garded as in no way inferior and even be lived by," but de­
cides that "that's another inquiry, and another story." (R252) 
He realizes that his "solution" to the problem of living with 
a weak heart is to live by such relative values, but indicates 
that the solution is good only "for the time being; at least 
for me." (R252) He undresses and goes to bed in "enormous, 
soothing solitude," and sleeps well "despite the absurd thun­
derstorm that soon afterwards broke all around." (R252)
Mr. Haecker's suicide attempt and Todd's one-sentence 
summary of the old man's later life keep some of the potential 
consequences of Todd's rational approach to value before us, 
but they serve primarily to tie up loose ends. Placing them 
in the denouement, after the showboat episode, satisfies for­
mal expectations and keeps the reader's attention focussed 
more closely on Todd's actions and thoughts. The alteration 
thus tightens the structure of the novel and the focus of the 
narration, but it has little impact on thematic concerns.
More important, thematically, are the revisions that 
involve Todd's actions and motivations. Todd's suicide at­
tempt makes the depth of his despair and his fidelity to his 
conclusions evident, and its fortuitous interruption by the 
crewman and the galvanizing effect of Jane's voice are doubt­
less pleasing to readers who have empathized with Todd and
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respect his attempt to make sense out of his existence. His 
plan to blow up the Floating Opera, however, broadens the im­
plications of his dilemma. Action's dependenoe on whim in 
the absence of absolute standards is suggested by Todd's meth­
od for deciding whether to send his legal partner a note oon- 
taining information that would make Harrison three million 
dollars richer or to allow the information to die with him; 
he tosses a coin, having decided to leave all to chanoe, but 
refuses to abide by the chance decision and sends the note. 
This dependence on whim or chanoe becomes more frightening 
when the decision affects not only the principal and his 
friends but six hundred ninety-nine other people, as it does 
when Todd discovers no answer to the casual question, "'Why 
not blow up the Floating Opera?'" (R246) In the 1967 edition 
his questions and answers involve the whole of his society; 
it is not possible, then, for a reader to ignore them or to 
pass them off as matters relevant only to a few individuals. 
Even a reader who has been willing to accept Todd's premises 
and conclusions without qualification is forced to reevaluate 
his responses to Todd's philosophy.
The darker tone of the revised edition's suicide plan 
continues even when Todd abandons it. The 1956 edition clear­
ly implies that some kind of human concern, some attachment to 
individuals formed outside the logically explicable areas of 
conduct, provides a remedy for the paralysis brought about by 
reason operating in the absence of absolute values. Todd's
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concern for Jeannine overrides his rational/philosophical ab­
stractions; he feels, and therefore acts. This implication 
is reinforced by the concluding paragraph of the novel, in 
which Todd goes downstairs to telephone the Macks. In the 
revised edition, however, Todd’s unemotional response to his 
suicide’s failure and his indifference to Jane, Harrison, 
and Jeannine are emphasized. His failure to complete his 
suicide is not the result of sudden concern for Jeannine, 
but of a realization that he has not carried his logic to its 
conclusions. If there are no absolutes, "Then the truth is 
that nothing makes any difference, including that truth. Ham­
let’s question is, absolutely, meaningless." (R251) Todd con­
tinues to exist as a result of inertia. He notes that, faced 
with an infinite number of alternatives and having no reason 
to favor one over another, he will probably "go on behaving 
much as [he] had thitherto, as a rabbit shot on the run keeps 
running in the same direction until death overtakes him." 
(R251) Both the analogical vehicle and its content eliminate 
the decidedly optimistic implications of the first edition’s 
conclusion.
Todd is still confronting the abyss, and realizes that 
it is possible that he may yet take his own life and/or those 
of his fellow townspeople. He considers the possibility that 
relative values may be sufficient, but his ability to depend 
upon such values is tentatively stated instead of delivered 
as a final pronouncement, and Barth leaves him going to bed
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"in enormous, soothing solitude," (R252) his potentially cha­
otic nihilism umtempered by sentimentalism.
The 1956 edition of The Floating Opera is a good nov­
el, presenting us with a memorable character whose struggle 
to find adequate values to live by seems to be an extension 
of the dilemma faced by all modern men. The 1967 edition is 
a better novel. The restoration of the original (manuscript) 
ending and the other passages forces us to look closely at 
the implications of Todd's solution and provides formal and 
thematic unity lacking in the first edition. The stylistic 
revisions make the narrative more vigorous, concise, and grace­
ful while demanding our active participation in the reading 
process. The Floating Opera may be, as Barth says, "the very 
first novel of a very young man," but the young man's energy 
and the more mature craftsman's skill give the revised edition 
an intensity and artistry uncommon in contemporary fiction.
FOOTNOTES TO CHAPTER II
^John Barth, The Floating Opera, Revised Edition 
Garden City, New York: Doubleday and Company, 1967), v. All
further quotations from this text are identified by a paren­
thetical notation of the page number preceded by an "R" im­
mediately following the quotation.
2For a sample of critical comment on the ending, see: 
Stanley E. Hyman, The New Leader, 48 (April 12, 1965), 20.
Art Meyers, "Life's But A Showboat Drifting By," Washington 
Post and Times Herald (August 26, 1956), p. E6. Richard 
Schickel, "The Floating Opera," Critique, 6, No. 2 (1963),
65, 67.
3The only review that even summarizes the changes 
brought about by the restorations is in Publisher's Weekly, 
191 (March 6, 1973), 73. It does not discuss the other re­
visions. See also note eleven below.
4For a general idea of the frequency of Barth's re­
visions, see Appendix A, where the page and line number of 
each variant is listed.
^In this and all subsequent columnar comparisons the 
text of the 1956 edition is reproduced in the left-hand col­
umn, that of the 1967 edition in the right. Each example is
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identified by an arabic numeral, underlined, between the col­
umns. The text used for the 1956 edition is; The Floating 
Opera (New York: Appleton-Century-Crofts, Incorporated, 1956).
This is the original American edition. All further quotations 
from this edition are identified by page numbers within paren­
theses in the text.
"The frequent references to Todd's age and year of
birth are probably designed to draw our attention to the fact
that he is a child of this century, born as it begins.
^Anyone who has worked with textual variants can tes­
tify that this is possible, though the ability to do so is 
acquired somewhat laboriously.
g For specific changes, see the appendix.
g The date is given as June 23 or 24 in the 1956 edi­
tion, and as June 21 or 22 in the revised. In a letter to 
David B. Morrell, Barth comments that the latter dates were 
chosen to correspond with the summer solstice. See: David
B. Morrell, "John Barth: An Introduction," Diss. The Pennsyl­
vania State University 1970, p. 16.
^^Todd expresses disregard for the forms of polite be­
havior at several points in the novel. See, for example, R248.
^^The exceptions are Morrell, who asserts that the 
changes alter Todd's character "so that he is almost totally 
a man of intellect," (p. 20), and Richard Hauck, who declares 
that they emphasize Todd's irrational arbitrariness (Richard 
Boyd Hauck, "Barthiad or Barthiphoniad? —  The Authorial
Voice in John Barth's Fiction," unpublished seminar paper de­
livered at Seminar 52; Modern Language Association annual
meeting. New York, New York, December 28, 1972, p. 5-6).
12This is also the second chapter in a row, in the
1956 edition, that ends with advice to authors.
13This episode has been moved to Chapter XXVIII, as 
noted below.
CHAPTER III
THE END OF THE ROAD 
Barth’s experience with Appleton-Century-Crofts ap­
parently prompted him to search for a different publisher: 
his second novel. The End of the Road, was first published by 
Doubleday and Company in 1958.^ An English edition and three 
paperback reprintings followed during the next six years; 
then, in 1967, Doubleday issued a revised edition^ which has 
since been reprinted several times.^ The thoroughness with 
which Barth revised The Floating Opera might lead one to ex­
pect that The End of The Road, written only six months after 
the first novel,^ would also have been revised extensively: 
yet Barth seems to have been much happier with the original 
edition of the second novel, perhaps because Doubleday did 
not insist on significant changes before the initial publica­
tion. One hundred ninety-three passages have been changed,^ 
but most have been altered only slightly, and none of the 
changes affects the incidents of the plot. In general, the 
revisions seem designed to correct grammatical errors, elim­
inate verbiage, provide more consistent characterization, and 
make subtle changes in our perception of several characters, 
including the first-person narrator. Though by no means as
58
far-reaching as the changes in The Floating Opera, these al­
terations make the revised version of The End of the Road 
somewhat swifter-moving and more concise than the original, 
and result in a much more polished style.
The End of the Road was planned as a sequel to The
7Floating Opera, and its narrator-protagonist is a recogniz­
able extension of Todd Andrews. When we meet Jacob Horner he 
is seated in the Progress and Advice Room of the Remobiliza­
tion Farm, an institution run by the unconventional therapist 
who is treating him for paralysis, and we soon learn that his 
paralysis is the result of an inability to choose any course 
of action from what Todd Andrews recognized as "an infinitude
Oof possible directions." The Doctor treats immobility with 
therapies which provide completely arbitrary bases for making 
choices: temporal antecedence, alphabetical priority, and
sinistrality among others. The Doctor believes that Jake has 
recovered sufficiently from his initial paralysis to begin 
searching for a life-work, and directs him to obtain a job 
teaching prescriptive grammar at Wicomico State Teachers' 
College, a small school on Maryland's eastern shore.
There Jake meets Joe Morgan, another faculty member, 
and Joe's wife Rennie. The balance of the novel details his 
increasing involvement with this couple. We learn that Jake's 
values and actions are based entirely on his internal weather, 
while Joe's always proceed from a carefully defined and artic­
ulated logic. The conflict which forms the basis of the plot.
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then, is the confrontation between Joe's rational approach to 
value (which reminds one of the relativistic Todd Andrews)
Qand Jacob's irrational nihilism. The battleground is Rennie. 
She is a sort of tabula rasa on which Joe has impressed his 
super-rational approach to existence, but she has not inter­
nalized it completely and is unable to deal with the possi­
bilities and questions Jake presents. She goes to bed with 
Jake on impulse, and Joe's need to understand why this happen­
ed is so strong that he forces her to continue the relation­
ship even when she wishes to withdraw. She becomes pregnant, 
and is unwilling to carry the foetus because she does not 
know who fathered it. When Rennie threatens to commit suicide 
if her pregnancy is not terminated Jake attempts to find a 
local physician who will prescribe an abortion-inducing drug.
He fails, as a result of Rennie's refusal to lie, but per­
suades his therapist to perform a surgical abortion. Rennie 
dies. Joe is dismissed from the college faculty, and Jake, 
overwhelmed by the consequences of his actions and unable to 
obtain support or direction from Joe, finds his paralysis re­
turning. He follows the Doctor, who has left town, and re­
enters the "Remobilization Farm," where he writes The End of 
the Road.
By re-embodying Todd Andrews' philosophical position 
and setting it in conflict with a purely rational ethical sys­
tem, with catastrophic results for all the characters involved, 
Barth repudiates the potential optimism of The Floating Opera's
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conclusion, indicating the insufficiency of Todd's, Jacob's, 
and Joe’s approaches to value determination. But the at­
tempt to embody principles and dramatize their conflict re­
sults in a novel that centers on ideas rather than action, a 
novel which, consequently, requires a deft narrative touch to 
maintain reader interest while making its philosophical state­
ments clear. For this reason Barth’s revisions are more im­
portant than they would be if the novel contained abundant 
action, and the alterations not only reveal a more mature 
artist at work but also clarify some of the novel's philosoph­
ical implications.
The preceding chapter indicates that Barth only rare­
ly altered the grammar of The Floating Opera with formal ac­
ceptability as an obvious criterion: the accuracy of the
narrator's grammar in The End of the Road, however, is impor­
tant in establishing his credibility because of expectations 
aroused by his occupation and by a number of his remarks. He 
is a prescriptive grammar teacher and a man who has an intense 
need "to classify, to categorize, to conceptualize, to gram- 
marize, to syntactify" experience. (R112) Jake's grammar has 
been corrected in several places, as illustrated below, ap­
parently in order to make his usage conform to our expecta­
tions.^^
. . , one had always the feel- . . . one had always the feel­
ing that this slowness and ing that this slowness did not
softness did not come natural 1 come naturally to him; that it
to him; that they were con- was a control which he . . .
trois that he . . . (39) (R29)
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. . . what could be more . . . what could be more
charming than to believe that charming than to believe that
the whole vaudeville of the 2 the whole vaudeville of the 
world, the entire dizzy cir- world, the entire dizzy cir­
cus of history, was but a eus of history, is but a
fancy mating dance? (109) fancy mating dance? (R87)
Substituting the adverb for the adjective corrects an 
obvious grammatical fault, and the "that/which" change elim­
inates an awkward repetition in addition to properly signal­
ling the subordinate clause; in example two, the present tense 
is appropriate because the actions being discussed are con­
tinuing ones. Such changes are infrequent, however; Barth 
seems to have been particularly careful about the narrator's 
grammar, for it is more nearly error free than that in the 
original editions of either The Floating Opera or The Sot- 
Weed Factor.
The elimination of verbiage follows the pattern ob­
served in The Floating Opera: repetitious detail, vague in­
tensives, and isocolons involving synonymous or nearly synon­
ymous terms have been omitted from the revised edition. Al­
though there was less repetitious detail in the original ver­
sion of The End of the Road than in the first novel, Barth 
has removed what there was, as the following examples show.
It was on the advice of It was on the advice of
the Doctor that in 1953 I , the Doctor that I entered the
entered the teaching pro- — teaching profession. (Rl)
fession . . . (3)
. . .  I matriculated as a . . .  I matriculated as a
graduate student at the uni- £ graduate student and began 
versity and began . . . (86) . . . (R68)
The date omitted in example three is supplied in the sentence
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which follows the quoted one, and the month as well as the 
year is given; the reminder that the narrator was a graduate 
student "at the university" is gratuitous, particularly inas­
much as the university (Johns Hopkins) has been discussed in 
the paragraph preceding that from which example four is drawn. 
The omission of such repeated details indicates a movement 
toward greater economy that is reflected in other changes as 
well.
The excision of intensives also illustrates this trend.
. . . omitting none but the . . . omitting none but the
most decidedly indelicate ^ most indelicate details
details . . . (38) . . . (R29)
. . . and when it became  ̂. . .  and when it became
quite necessary . . .  (76 — necessary . . . (R61)
. . .  by chance —  a . . .  by chance —  a for-
rather fortunate chance —  1_ tunate chance —  . . .  (R67). . . (86)
In each of these cases the intensive's function is negligible, 
and its omission neither decreases the amount of information 
available nor changes the emphasis of the passage. Although 
intensives did not appear as frequently in the original ver­
sion of The End of the Road as in either The Floating Opera 
or The Sot-Weed Factor, they were frequent enough to form a 
minor tic in the style, and their elimination removes a po­
tentially annoying feature of the narration and makes it more 
concise.
Another stylistic peculiarity noted in The Floating 
Opera, the frequent use of synonymous or nearly synonymous 
terms in isocolonic constructions, was also present in the
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original edition of The End of the Road. Although there were 
not as many of these constructions in the latter, Barth ex­
cised them in almost every case. (One such instance has al­
ready been presented, in example one.)
On these days Jacob Horner, On these days Jacob Horner,
except in a meaningless except in a meaningless
metabolistic sense, ceased £ metabolistic sense, ceased 
to exist altogether, for I to exist, for I was without
was without a character, a personality. Like . . .
without a personality: (R33)
there was no ego, no I,
Like . . . (44)
The increased economy of the revised version is due in part 
to Barth's omission of the intensive "altogether," but the 
excision of the isocolon shifts the emphasis of the passage 
in addition to reducing its bulk. The original version of 
the text calls our attention to the concept that the mood is 
the man by repeating Jake's observation three times, while 
the revised version conveys the idea much less emphatically. 
The idea that we are what we feel, central to Jacob Horner's 
view of the human condition, cannot be overlooked in the orig­
inal edition; in the revised edition the reader must be more 
attentive if he is to grasp the implications of Jake's remark.
This increase in the demands made on the reader is 
also obvious in another category of revisions: the reader is
forced to interpret characters' emotional responses in a num­
ber of passages due to the omission of descriptive phrases.
"That's right," I said "That's right," I said
shortly. I was in no mood q shortly.
to be trifled with. — "Just a minute." (Rll)
"Just a minute." (17)
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. . . in rhythm with his work. . . .  in rhythm with his work.
Rennie was destroyed. She 10 Rennie closed her eyes
closed her eyes . . . (82) . . . (R66)
"How would he take it?" I "How would he take it?"
asked sickly. 11 "I don't know!" (R98)
"I don't know!" (121)
. . .  I wouldn't want any- . . .  I wouldn't want any­
thing to do with it." > 2 thing to do with it."
I was sick: the whole —  The whole edifice came
edifice came down. (196) down. (R161)
Although these omissions seem to reduce the amount of infor­
mation about the character, the deleted phrases usually de­
scribe reactions which can be inferred from the context. In 
the first example Jake Horner's mood is clear from his actions 
immediately before the dialogue takes place: he has been
agonizingly unsure of himself all day, and that insecurity 
has found an outlet in anger and self assertion manifested in 
his car-handling during the drive to this interview. In ex­
ample ten Jake and Rennie Morgan have just peered through a 
window at Joe, her super-rational husband, whose perfect rea­
sonableness and consistency she has just been supporting 
against Jake's criticism; what they saw hardly justifies her 
desperate faith in his infallibility. He was parading around 
the room, making faces at himself in the mirror, and " . . .  
with his tongue gripped purposefully between his lips at the 
side of his mouth, Joe was masturbating and picking his nose 
at the same time. I believe he also hummed a sprightly tune 
in rhythm with his work." (R66) Jake's reactions in examples 
eleven and twelve are also those which would be expected in 
the context of the passages. In the former he is speaking of
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Rennie’s decision to tell Joe that she and Jake have been to
bed with each other, and in the latter the "edifice" is built
of his plans and efforts to get Rennie an abortion, without 
which she will kill herself. Because of the contextual clues 
none of these omissions places a great burden on the reader, 
but deleting the overt descriptions of the responses forces
the reader to assume a more active role."'
These revisions also increase the pace of the narra­
tive by emphasizing the action rather than the emotional re­
sponse of the characters. The pace is further increased by 
other kinds of revision, none of which occurs more than four 
or five times. Among these are: the omission of irrelevant
details; the omission of explanations of action and motivation; 
shifts in emphasis created by the omission of description; and 
revisions which create a more direct, active style.
Few clearly extraneous details were included in the 
original text of The End of the Road, but their complete elim­
ination from the revised edition indicates the care with which 
it was prepared.
My statuette on the mantel, My sculpture on the mantel,
a plaster head of Lacoon a heroic plaster head of
done by a sculpting uncle Laocoon, so annoyed me . . .
of mine who had died of in- (9)
fluenza in the first World 
War, so annoyed me . . . (15)
. . .  I had checked out of . . .  I had checked out of
my room in the Bradford ,- my room in the apartment ho-
Apartment Hotel, an estab- —  tel owned by the university, 
lishment on St. Paul and (R68)
Thirty-third streets owned 
by the Johns Hopkins Uni­
versity. (86)
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It is important that we know of the bust of Laocoon, because 
it figures in the descriptions of Jacob's mental states pre­
sented later in the novel, and the atmosphere of student life 
suggested by his having lived in a university-owned hotel is 
an important part of his history; the exact location and name 
of the hotel and the identity of the sculptor, however, add 
nothing significant to characterization or to the action of 
the novel.
Explanations and analyses of characters' motives, 
philosophical positions, and actions have also been omitted
in several places.
"Listen, Joe," I pleaded. 
"Granted that everything 
people do is probably psy- 15 
chologically determined.
Granted that I might have 
had any kind of unconscious 
motive for doing it —  pick 
any motive you want. But 
two things are true: if I
had any motive it was uncon­
scious, so only a psycho­
analyst could find out what 
it was —  if it was uncon­
scious, then by definition 
I'm not conscious of it. I'm 
perfectly willing to allow 
psychic determinism, but we 
can never know which way we're 
predetermined to act, so in 
effect we're not predeter­
mined” at all. In the second 
place, even if an analyst 
could tell me why I did it, 
my conscious motives would 
be beside the point as far as 
you're concerned. If you're 
going to talk ethics, then 
you have to discount every­
thing but conscious motivations.
"Listen, Joe," I pleaded. 
"You've got to allow for the 
fact that people —  maybe 
yourself excluded —  aren't 
going to have conscious mo­
tives for everything they do. 
(R109-10)
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since they're the only ones 
that can be argued from an 
ethical point of view.
There's no reason not to do 
this —  its perfectly possi­
ble to believe in psychic de­
terminism and still talk ^  (continued) 
ethics —  but you've got to 
allow for the fact that 
people —  maybe yourself ex­
cluded —  aren't going to have 
conscious motives for every­
thing they do. (135)
This long explanation of his position vis a vis human account­
ability and ethics not only slows the pace of the discussion 
Jake is having with Joe Morgan but also seems to be somewhat 
out of character, for Jake's logic is rarely so fully elabo­
rated: its omission thus makes the narrator's character more
consistent as well as increasing the narrative's pace.
He'd changed into a white 
medical jacket. His rea­
son for insisting that we 
use the room was apparent: 
not only was the patient's 
story useful, but in the 
Progress and Advice Room 
the very telling of it be­
came a kind of therapy. I 
felt as a patient must feel 
on the traditional psycho­
analyst's couch —  asking 
not just for assistance but 
for treatment.
"Now, what is it?" he 
asked.
With my knees . . . (207)
There was no conspiracy 
against me : we were indeed
every man for himself, and 
any who wept, wept for his 
own sorrows.
"I . . . (176)
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He'd changed into a white 
medical jacket.
"Now, what is it?"
With my knees . . . (R170)
17
There was no conspiracy 
against me.
"I . . . (R144-5)
"All right," I said, and "All right," I said, and
left at once. It was not a left at once,
time for protest, explanation, I sat up . . . (R184)
contrition, or anything else.
I sat up . . . (225)
Jake's analysis of the Doctor's motives and his own response 
to the Progress and Advice Room, and the explanation of his 
abrupt departure from Joe Morgan's interrupt the unfolding of 
events: their omission emphasizes the actions. The omissions
of analyses of and speculations about the philosophical posi­
tions which underlie actions, as in examples fifteen through 
eighteen, not only increase the pace of the narrative but al­
so make the revised version of The End of the Road a less 
overtly philosophical novel than the original. The philosoph­
ical bases of the actions are unchanged by the omissions, of 
course, and can be inferred from the actions themselves, but 
they are considerably less obtrusive.
Barth further emphasizes action by some revisions
which create a more vigorous, active style.
I stood up and lurched for I lurched for the door,
the door, but before reach- but fell flat before
ing it I fell flat. When reaching it. When . . .
. . . (223) (R182)
Another pause, this time Another pause, a long
a long one, and then he hung one; then he hung up and I
up and I was left with a 2^ was left with a dead instru- 
dead instrument in the dark. ment in the dark. (R188)
(230)
The original version of example nineteen spreads the action 
out by separating it into three parts; the coordinating con­
junctions and the placement of the adverbial phrase before the 
verb in the second clause emphasize the separate and sequential
/ u
nature of Jake's movements. The revised version presents the 
action as a single, continuous entity. Similarly, the omis­
sion of the coordinating conjunction and the modifying phrase 
in example twenty results in syntax which more accurately mir­
rors the hesitation and sudden disconnection being described. 
Such revisions, as well as those which condense expressions 
without significantly influencing their meaning, are most com­
mon in the last chapter of The End of the Road, where the most
12violent action takes place.
Changes in the style and emphasis of the narration 
have an effect on our perception of the narrator, and that ef­
fect will be considered below: there are other revisions,
however, which seem to have been made specifically in order 
to change our impressions of characters and to make character­
ization more consistent.
The characterizations of two minor figures, an un­
named assistant manager in a loan office and Peggy Rankin, are 
altered slightly in the revised version of the novel.
"Don't mind reading it," "Don't mind reading it,"
he told them. "Where would 21. he told them. "Just put your 
American business be today John Hancock . . . (R158-9)
if everybody read things 
before they signed them?
Just put your John Hancock 
. . . (193)
I was squeezed tightly. I was squeezed tightly.
"I'm in too deep to 2^ "You're humiliating me 1"
quit, Jake! If we don't (R26)
go to bed now I'll go crazy !"
"Nonsense."
Peggy's voice bordered 
on unintelligibility.
"You're humiliating me!" (35)
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. . . Peggy sobbed, em- . . . Peggy sobbed, embracing
bracing my lap, and ail 2_3 my lap. Fresh tears. (R91)
that waited impatiently 
therein. "I'm so sorry I 
could die!" Fresh tears.
(114)
The loan office manager appears in only one episode, and is a 
merely functional character; someone must notarize the fraud­
ulent affidavit that Jake needs in order to arrange Rennie 
Morgan's abortion. It is necessary that the notary be some­
what corrupt, for Jake has no identification proving him to 
be the psychiatrist whose signature appears on the document, 
and an honest notary would almost certainly demand some. His 
deliberate, cynical comment on the logical extension of his 
methods, though, is not necessary to his function in the novel, 
and Barth may have felt that the remark called undue attention 
to him; its omission does not affect his function, but it re­
moves much of his humanizing jocularity. Peggy Rankin's char­
acter is not altered as much as the notary's; she remains 
highly emotional, but the revisions reduce the amount of hys­
teria she displays.
Two principal characters, Joe Morgan and his wife Ren­
nie, are also slightly affected by the revisions. One de­
scription of Rennie has been changed in order to make her 
character more consistent, and changes in Joe's diction and 
action make his character more consistent in the revised edi­
tion.
She caught the ball with She caught and threw the
her hands only —  so as 24 ball in the same manner
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not to injure her breasts, . . .  as a practiced man.
I suppose —  but she (k 37)
threw it in the same manner 
. . . as a practiced man. (49)
This change reduces the distinction between Rennie's actions
and Joe's, thus emphasizing her imitativeness and reinforcing
other suggestions that she is merely a copy of her husband.
. . . so we'll know who . . . so we'll know who
the hell we're dealing 25 we're dealing with . . .
with . . . (175) (R144)
"If I told you I was going "If I told you I was going
to pull this God-damned 26. to pull this trigger, would
trigger, would you . . . you . . . (R144)
(176)
" . . .  Horner, open your " . . .  Horner, open your
God-damned eyes !" (179) —  eyes 1" (R147)
. . . "She's dead, Joe." . . . "She's dead, Joe."
It hit him like a club. 2_8 He winced and shoved his
He almost dropped, but glasses back on his nose,
caught himself and shoved (R183)
his glasses back on his 
nose. (224)
The profanity in the first three examples is not out of char­
acter simply because it is profanity; these are not his only 
profane utterances. But Joe Morgan, as noted earlier, is a 
controlled, rational man whose actions and speech are governed 
by a self-imposed logical system, and the reduction in the 
amount of profanity in this scene results in a more consistent 
characterization because it makes Joe seem more controlled.
The profanity which remains has more force because it is not 
part of a string of curses, and thus emphasis is placed on the 
particulars with which it is associated. The descriptive 
change in example twenty-eight also makes Joe seem more
71
controlled by making his physical reaction to Jake's news 
less extreme.
One other change in description also affects our im­
pression of Joe.
. . . he had a look about 
him that suggested early 
29 rising, a nutritious diet, 
and other sorts of virtue. 
His eyes were clear. (R17)
. . . he had a look about 
him that suggested early 
rising, nutritious diet, 
and other sorts of virtue —  
to be specific, patriotism, 
courage, self-reliance, 
strength, alertness, moral 
straightness, trustworthi­
ness, loyalty, helpfulness, 
friendliness courtesy, kind­
ness, obedience, cheerfulness, 
thrift, bravery, cleanliness 
and reverence. His eyes were 
clear. (23)
Joe Morgan has been explicitly linked to scouting in earlier 
descriptions; this parodistic reproduction of the Boy Scout 
oath is not only redundant but stresses Joe's identification 
with the Boy Scouts more than is warranted by his beliefs or 
actions.
The omission of the parody also affects our perception 
of the narrator's character by reducing the emphasis on his 
sarcastic turn of mind. Other omissions also make him appear 
less acidly critical of others.
Her condition remained semi- Her condition remained semi-
hysterical and masochistic; 30 hysterical and masochistic;
she scarcely permitted me to 
move, flagellated herself 
verbally, and treated me like 
a visiting deity. No doubt 
about it, the old girl had 
been hard up; she did . . . 
(35)
she did . (R26)
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. . . he [Joe] went on. (I . . .  he [Joe] went on.
did not see how this could 31 "Now . . . (R43) 
be possible, frankly; she 
didn't have that much on 
the ball). "Now . . . (55)
Example thirty also illustrates another way in which
Jacob Horner's character has been affected by the revisions;
the omission of the colloquial "hard up" keeps his diction at
a relatively formal level, as do other changes.
, . , raise the kid myself . . .  raise the child my-
. . . (175 —  self . . . (R144)
. . . several guys in . . . 3^ . . . several people in . . .
(184) (R150)
These changes, like those involving grammar, may have been 
made in order to keep his language consistent with readers' 
expectations about college teachers, or to give further credi­
bility to his assertion that the articulation of experience 
is all-important to him.
In addition to elevating the level of Jake's diction, 
Barth has excised a number of his profane expressions^^ and 
altered a passage which accentuates the purely physical na­
ture of his attraction to Peggy R a n k i n . T h e  reasons for 
these revisions are not clear: the novel still contains enough
profanity and enough sexual acts and references to make it of­
fensive to those who would object to the altered passages on 
moral grounds, and the omission of Jake's profanity is neither 
thorough nor (as in the case of Joe's) necessary for consis­
tency of characterization.
The most significant alteration of Jake's character
75
is one implied in the elimination of sarcastic remarks; as 
narrator, Jake is more detached and dispassionate in the re­
vised edition. Excising analyses of motives and actions helps 
to create this greater objectivity, for the analyses omitted
are often those Jake made at the time of the event. Their
absence emphasizes the time-lapse between event and narration. 
One tense shift also creaLes a greater distance between the 
events and the telling of them.
My nerve began to flag: so My nerve began to flag: so
predisposed am I to obeying predisposed was I to obeying
laws, and so much do I fear, laws, and so much did I fear, 
as a rule, the bad opinion 3£ as a rule, the bad opinion of 
even of people whom I neither people whom I neither knew 
know nor care about, that nor cared about, that . . .
. . . (186) (R152)
. . . in my ear. I can't . . . in my ear. Tears ran
understand why it was that 3^ in a cold flood . . . (RIB8)
I started crying, but the 
tears ran in a cold flood 
. . . (229-30)
The shift to the past tense in example thirty-four helps to 
distance Jake the narrator from Jake the character, as does 
the omission of the narrator's comment on his inability to 
understand the reasons for his response, a comment which im­
plies that he is still too involved with the situation to view 
it in perspective.
Changes in the style and emphasis of the narration al­
so increase the distance between Jacob Horner as narrator and 
as character; the increased economy, greater narrative pace, 
and more direct and forceful representation of action indicate 
his awareness of the events as a coherent story, and therefore
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not only make the novel swifter and more graceful but also 
remind us that the narrator of the tale is not identical to 
the man who lived its events. The revised edition of The End 
of the Road places greater emphasis on Jacob Horner's return 
to a position from which intense emotional involvement in the 
world is impossible.
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from the revised edition, which also makes Joe seem more con­
trolled and places greater stress on those italicized passages 
which remain.





Part Publication and Reception 
VThen asked why he had not completed his projected ser­
ies of nihilistic novels, Barth replied;
I didn't leave off that series, actually: The Sot-
Weed Factor is in that series. . . .  I thought I'd write 
a series of three nihilistic amusing novels. . . . And 
I did it: The Floating Opera, The End of the Road, and
The Sot-Weed Factor. So the series isn^ unfinished. 1
Although entirely different from the earlier novels in form 
and texture. The Sot-Weed Factor completes the projected ser­
ies by carrying its protagonist beyond the philosophical lim­
its confining Jacob Horner and Todd Andrews, taking him from
2immobility in the face of "the beauty of the possible" to a 
position much like Candide's in the garden. Its publication 
history also suggests its kinship with the earlier novels. 
First published in 1960, it too was issued in a revised edi­
tion in 1967,^ and the later edition was changed in many of 
the same ways as were The Floating Opera and The End of the 
Road. Critics have paid no more attention to the revisions 
of The Sot-Weed Factor than they have to those of the earlier 
novels, though for more easily understood reasons, yet a study 
of the changes shows that they too subtly alter the impression
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the novel makes and provide further insight into Barth's ar­
tistic maturation.
The reactions of reviewers and critics to the original 
publication of the novel suggest reasons for this lack of 
interest in Barth's revisions. The original American and Eng­
lish editions^ and their paperback reprintings^ received only 
a moderate amount of attention from reviewers, and their re­
sponses to the book were carefully guarded. Few were as de­
liberately ambiguous as Edmund Fuller, who said: "Though it
is not for all palates, it is possible that Barth's book may 
be cherished by its true audience for some time to come,"  ̂
but all qualified their praise, and most seemed reluctant to 
recommend the novel very heartily and to be uncertain about 
what kind of book it was.
Many of the reviewers made the perfunctory, obligatory 
reference to Barth's literary talent best represented by Shir­
ley Barker's comment that the novel exhibits ". . . a high de-
„8
7gree of literary skill . . . "  and the Newsweek reviewer's
note that The Sot-Weed Factor is ". . . a very solid novel. 
Some praised Barth's literary ability with considerably less 
reservation: Granville Hicks, reviewing The End of the Road,
The Floating Opera, and The Sot-Weed Factor after all three 
had appeared in paperback editions, praises The Sot-Weed Fac­
tor more highly than do most of the earlier reviewers, call­
ing it ". . .an extraordinary tour de force . . .  a vigorous 
narrative, high spirited, often hilarious, and almost always
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9holding the reader's attention." The most laudatory and most 
extensive of the early reviews is Leslie Fiedler's; while ob­
jecting to the length of the novel, he considers it a . . 
dazzling demonstration of virtuousity, ambition, and sheer 
courage," and ". . . something closer to the 'Great American 
Novel' than any other book of the last decades.
Fiedler was not the only reviewer to find the novel
excessively long. Stanley Edgar Hyman writes: “The book is
slow starting and too long,"^^ and Edmund Fuller notes that
although Barth has created a book that "abounds in excellent
12satiric devices he is addicted to repeating them." The 
strongest statement about the length of the book is Terry 
Southern's: ". . . readers familiar with the extraordinary
art of Mr. Barth's earlier novel. The End of the Road, will 
probably find The Sot-Weed Factor prolix and overwhelmingly 
tedious." Sections of the book, he says, "seem designed, spe­
cifically, to bore one to tears [emphasis S o u t h e r n ' s ] A l ­
though most reviewers were not as direct as Southern in their 
criticism, the prominence most give to the number of pages, 
and the more guarded judgments represented above by the com­
ments of Fiedler, Hyman, and Fuller indicate a general con­
sensus among reviewers.
Another objection shared by several of the early re­
viewers is apparent in Barker's comment that The Sot-Weed Fac­
tor is either "uproariously funny or too strong for the stom­
ach. The specific objection most often voiced is to the
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excremental humor and explicit sexuality of the novel, and 
the former usually seems to be more offensive to those who 
object to either. Most reviewers avoided judgment on this 
issue but noted that the novel was "ribald," "rowdy," or 
"bawdy" in order to warn potential readers of what they could 
expect,
Several of the reviewers, including some of those 
writing for a presumably non-academic audience, noted the 
eighteenth century character of the novel and commented on 
Barth's debt to earlier a u t h o r s , a n d  almost all commented 
on the presence of historical data in the book. Nevertheless, 
a considerable amount of confusion seems to have prevailed 
about the generic classification of the work and the precise 
use to which the data was put. The reviewer's dilemma is per­
haps best seen in the two reviews that appeared in Time; the 
first review called the novel a "boisterous historical farce,
while the second declared that it is an example of black humor
17which "is in no real sense a historical novel." Shirley
18Barker called it an historical novel, Newsweek "a funny his- 
19torical novel," Fiedler "a travesty of the historical nov- 
20el," and Southern the novel which "precludes any further
21possibility for the 'historical novel.'" While there is 
agreement about the fact that Barth uses historical facts in 
constructing The Sot-Weed Factor, there seems to be little 
agreement about the way in which he uses them.
The reviewers can certainly be pardoned for their
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uncertainty and confusion about what kind of book they were 
dealing with. A number of critical articles in scholarly 
journals attempt to settle the question of the genre of The 
Sot-Weed Factor, and the authors' contradictory conclusions 
reflect the same confusion that the reviewers experienced.
It has been assumed that The Sot-Weed Factor is an historical
novel, and argued that it is a parody of the historical novel,
22 23a parody of the novel as a genre, and a mock epic in prose.
It would be equally plausible to declare that it is a Menip-
pean satire, applying Northrop Frye's definition of that genre
to The Sot-Weed Factor. Barth uses the events described in
Ebenezer Cooke's Hudibrastic satire, "The Sot-Weed Factor,"
as the framework for his novel, and his reliance on the poetic
equivalent of the picaresque satire is probably the clearest
indication of his generic intent.
The critics who have not been concerned primarily with 
the form of the work have devoted themselves, generally, to 
one of two approaches: they have attempted to evaluate the
function and accuracy of the historical details that Barth 
used, or they have examined the book as a novel of ideas, at­
tempting to trace Barth's intellectual debts to philosophical 
and literary movements.
Given these concerns with genre, intellectual content, 
and historical accuracy on the part of the critics, and the 
reviewers' concern with the general impression left by the 
novel, one would not expect to find that either critics or
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reviewers would display much interest in the publication of 
a revised edition which apparently differed little from the 
original. When the 1967 edition was published, the only re­
viewers who commented were those reviewing for the book in-
24dustry or the library trade. Publisher's Weekly gave ad­
vance notice of the new edition in September, October, and 
November of 1966, commenting that the sales of Giles Goat Boy 
prompted the reissue of the earlier novels, and noting that 
there were only minor changes in The End of the Road and that
The Sot-Weed Factor was shortened, but unaffected insofar as
25plot, character, and episodes were concerned. Choice, one 
of the few journals to comment on the revised edition of The 
Sot-Weed Factor, advised its readers to "keep the original 
edition.
The critics seem either to have ignored the presence
of the revised edition, as the reviewers did, or to have
glanced at it hurriedly and concluded, as Jean Kennard states
it, "that Barth has published a revised edition of The Sot-
27Weed Factor which contains no revisions." There are, how­
ever, a number of changes from the original text in the 1967
edition. Approximately two percent of the original text has
28been omitted from the revised edition, and there are a num­
ber of other revisions: although neither the omissions nor
the other revisions markedly affect the central incidents or 
major themes of the work, the revision of the text deserves 
study and comment because of what it reveals about Barth's
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sensitivity to stylistics and to the pace of his narrative.
Part 2: The Text
In the "Foreword to the Second Edition" Barth says
that his objective in revising the text of The Sot-Weed Factor
"is merely, where possible, to make this long narrative a
29quantum swifter and more graceful." As both the statistics 
cited above and the author's statement suggest, the revisions 
are of a relatively minor magnitude: it would, after all, be
difficult to make any marked change in an eight hundred six 
page text by the omission of some eight thousand words and 
the revision of a few passages unless the omissions and re­
visions affected only incidents crucial to the plot. Never­
theless, the cumulative effect of the changes is precisely 
what Barth says he was aiming for. Examining the variants not 
only demonstrates his accuracy in summarizing the effects of 
the revisions but also reveals the means by which he produced 
those effects and the care with which he revised.
As one might expect, the revisions are interdependent 
and mutually reinforcing. In order to facilitate analysis, 
however, Barth's changes can be divided into groups on the 
basis of their nature and effect, though such a categorization 
almost inevitably contains partially overlapping subdivisions.
Perhaps the simplest and most obvious means an author 
can employ in attempting to make a narrative "swifter and more 
graceful" is the elimination of verbiage: a number of the
87
variants demonstrate Barth's use of this means. One of the 
ways in which he eliminated verbiage is apparent from an ex­
amination of the examples below. 31
. . . looked quite alike 
(479)
. . . was more than justi­
fied. (546)
Â disquieting vision in­
deed, and . . . (645)
looked alike
(R453)
5 . . .  was justified . . .
- (R516)
- A disquieting vision,
- and . . . (R606)
In revising The Sot-Weed Factor, as in revising The Floating 
Opera and The End of the Road, Barth has eliminated almost all 
of the vague intensives from the text. The reduction in the 
total length of the work effected by these omissions is nec­
essarily small, but they make the style of the revised edition 
relatively more economical and concise than that of the ori­
ginal.
Another category of omissions creating greater economy 
is illustrated by the table which follows.
. . . his system lacked the 
discipline of John Locke's, 
who . . . (17)
. . . disputed Lord Holt's 
. . . (106)
. . . waited on the poop 
deck for the worst. (269)
. . . the cabin, which 
. . . had room enough for 




. . . his system lacked the 
discipline of Locke's, who 
. . . (R7)
. . . disputed Holt's . . . 
(R92)
. . . waited on the poop 
for the worst. (R252)
. . . the cabin, which . . . 
had room enough for just 
three people. (R516)
Wherever it was possible to do so without causing confusion, 
Barth reduced the bulk of the original text by removing titles
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and Christian names, as in the first two examples cited. As 
examples six and seven show, he has also omitted words which 
simply duplicate information, even though they may occur in 
common idiomatic phrases. "Poop" gives the reader just as
much information about where the characters are awaiting their
fate as does "poop deck," and that the cabin has limited room 
"inside" is as clear in the revised edition as it was in the 
original.
There is another kind of redundancy to which Barth 
has paid particular attention. The original edition of The 
Sot-Weed Factor contains a number of passages in which nouns, 
verbs, and adjectives with essentially similar meanings appear 
in pairs; in revising the text, Barth has eliminated one 
member of the pair in almost every case.
. . . then with shrieks and . . . then with howls the
howls the pirates swarmed ^ pirates swarmed . . . (R252)
. . . (270)
. . . his breath came short « . . .  his breath came short,
and hard, and . . . (337) — and . . . (R317)
. . . his stomach growled . . .  his stomach rumbled,
and rumbled. (428) —  (R406)
. . . had not ceased to . . .  had not ceased to
rail and curse: . . . rail: . . . (R547)
(582)
. . .  to shriek and gib- ,„ . . .  to gibber like a bed-
ber like a bedlamite. (637) —  lamite. (R599)
Although this omission of isocolons made up of synon­
ymous or nearly synonymous terms reduces the novel's length 
minusculey, it has more effect on the whole than is apparent
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from a comparison of the length of the text before and after 
these omissions. We are given as much information in the re­
vised text as in the original, but it is given to us in a less 
emphasized fashion. Doubling descriptive terms in such con­
structions inevitably calls our attention to them, intrudes 
them forcibly into our consciousnesses: while one-half of the
original compound transmits the same information as does the 
pair, the reader must be more attentive if he is to absorb the 
information. As a result of this kind of omission the narra­
tive moves more swiftly, though occasionally less rhythmically 
and therefore perhaps less gracefully.
Another kind of omission which reflects this increased 
confidence in the reader is the excision of many descriptions 
of characters' moods and tones in episodes dominated by dia­
logue .
She squealed in mock pro- ,  ̂ She squealed in protest 
test and . . . (183) —  and . . . (R77)
"Why, nay," McEvoy "Why, nay." McEvoy
answered sarcastically, no answered, "no quarrel at all;
quarrel at all; . . . (562) . . . (R530)
. . . Burlingame said re- , . . Burlingame said, "you
spectfully , "you go on like go on like the gods them-
the gods themselves!" (403) selves!" (R382)
"Who are you?" he demanded, "Who are you?" he demanded,
more anxious than indignant. 16 (R479)
(507)
Supplied in tabular form, the revised version of the 
text seems weaker than the original, giving the reader con­
siderably less information about how the character feels and
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speaks. When the passages are examined in context, however, 
it is apparent that the information supplied by an overt de­
scription which has been deleted can be inferred from the im­
mediate context and the previously developed relationship of 
the characters involved. The barmaid's squeal is in protest 
of a pinch from Henry Burlingame, and the "mock" nature of 
that protest is apparent both from the flirtatious dialogue 
which precedes the pinch and from the fact that she follows 
him into the jakes immediately after it has been administered. 
McEvoy's sarcasm is clearly seen in the balance of his remark;
". . .no quarrel at all; 'tis only that I made his fortune —  
albeit by accident —  and out of gratitude he hath wrecked my 
life, hastened my death, and ruined the woman I love!'"(R530)
In examples fifteen and sixteen the tone of the char­
acter's speech is less easily inferred from the immediate con­
text alone, but is clear enough when that context is supple­
mented by the reader's consciousness of the personality of the 
speaker and the speaker's relationship with the listener. 
Burlingame's remark, made in response to a comment of Ebenezer's 
about the distinction between poet and poetaster, could as 
easily be taken to be sarcastic as respectful were it not for 
the reader's knowledge that Burlingame respects (though with 
qualifications) Ebenezer's judgments about poetry, and for the 
fact that Ebenezer responds seriously and without anger, which 
he would not do if Burlingame were mocking his judgment or 
ability in the only sphere of activity in which he feels
confident.
Example sixteen is Ebenezer's response to being called 
by name by "a dirty, ragged old fellow with much untrimmed 
beard and no wig, thin as a skeleton" on the wharf at Cam­
bridge while he is trying to escape from Cooke's Point in de­
fiance of his indenture bond. Both this immediate context 
and the reader's knowledge of Ebenezer's general timidity and 
constant fear of being recognized (due to the political situ­
ation in Maryland) allow the inference that he would be anx­
ious about the outcome of this recognition by a man whom he 
does not recognize. Given Ebenezer's character and the con­
text created by all of the events preceding this episode, no 
other reaction than alarm seems at all probable.
Removing overt descriptions of the characters' tones 
of speech, then, does not significantly reduce the reader's 
ability to understand their moods or intentions, but it does 
force him to rely on the clues supplied by context and prior 
characterization in order to be fully aware of the nuances of 
their remarks. The reader's role, as a result of this kind 
of omission, is a more active one in the revised edition than 
it is in the original.
The reader is also brought into a more active rela­
tionship with the text by other kinds of omission in dialogue 
dominated episodes. In such passages Barth has eliminated 
many of the narrative voice's comments about the probable 
cause for a character's actions or reactions to another's
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remarks. Here, too, the burden placed on the reader is rare­
ly heavy, for the narrative voice is almost always calling 
his attention to a conclusion which can be reached by con­
sidering the context and the known traits of the character.
In Chapter 10 of Part III, for example, Mary Mungommory, the 
Traveling Whore of Dorset, waxes philosophical and introspec­
tive during the preface to a tale she is about to tell. At 
the conclusion of her digression the original text reads:
"She had been logs on the fire; now she
seemed to her listener's presence.
She straigl^^^^^^^^^^^^^^^^^^Libed her nose vigorously as 
itch^^^^^^^^^^^^^^^^^^Hciously. " The re-
text#NININIININININIININININyh commentary
their motivalNINNININNININNININNNrlooking at the pine logs on 
the fire; now shoulders, rubbed her nose
vigorously as if it itched, and sniffed self-consciously." 
(R591) The revised version does not entirely eliminate the 
narrative voice's comments on her actions: "self-consciously"
and "as if" remain, but the more direct analysis of her moti­
vation has been omitted. The reasons for Mary's embarrassment 
are clear, given her character and the context of her remarks 
and actions: she is the madam of Dorset County's traveling
whorehouse, an outwardly hearty, sensuous, practical woman who 
is addressing one of her regular customers in addition to 
Ebenezer Cooke and John McEvoy for the avowed purpose of tell­
ing them a tale; yet she has been holding forth about the
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remarks. Here, too, the burden placed on the reader is rare­
ly heavy, for the narrative voice is almost always calling 
his attention to a conclusion which can be reached by con­
sidering the context and the known traits of the character.
In Chapter 10 of Part III, for example, Mary Mungommory, the 
Traveling Whore of Dorset, waxes philosophical and introspec­
tive during the preface to a tale she is about to tell. At 
the conclusion of her digression the original text reads :
"She had been looking at the pine logs on the fire; now she 
seemed to become freshly aware of her listener's presence.
She straightened her shoulders, rubbed her nose vigorously as 
if it itched, and sniffed self-consciously." (628). The re­
vised text presents her actions with less commentary about 
their motivations: "She had been looking at the pine logs on
the fire; now she straightened her shoulders, rubbed her nose 
vigorously as if it itched, and sniffed self-consciously." 
(R591) The revised version does not entirely eliminate the 
narrative voice's comments on her actions: "self-consciously"
and "as if" remain, but the more direct analysis of her moti­
vation has been omitted. The reasons for Mary's embarrassment 
are clear, given her character and the context of her remarks 
and actions: she is the madam of Dorset County's traveling
whorehouse, an outwardly hearty, sensuous, practical woman who 
is addressing one of her regular customers in addition to 
Ebenezer Cooke and John McEvoy for the avowed purpose of tell­
ing them a tale; yet she has been holding forth about the
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"cold, sweet stink of death" that surrounds rutting, the savor 
of the "black and lawless pit" that clings to human sexuality. 
(R591) In doing so she has revealed much about her own past. 
Her return from the realm of introspective meditation to the 
realities of the fireside is marked by an embarrassment evi­
dent in both versions of the text, and the reasons for that 
discomfort are sufficiently obvious without the overt commen­
tary of the narrative voice, if the reader is fully aware of 
the situation.
In this example much of the information needed in or­
der to understand the character's motives is supplied by the 
immediate context; in other cases, however, such information 
must come almost entirely from the reader's knowledge of the 
character involved.
Now this course of life was Now this course of life was
not one that Ebenezer would not one that Ebenezer would
have chosen for himself —  have chosen for himself —
but then neither was any but then neither was any
other, and he had no grounds other. Moreover . . .
for refusing this or any ^  (R39)
proposal, for when he look­
ed within himself he found 
such a motley host of 
opinions, of all ilks and 
stamps, anarchic and shift­
ing, that to mark the strong­
est was a thing beyond him.
Moreover . . . (50)
The interior chaos with which Ebenezer must deal in trying to 
choose a career is only faintly implied by the revised text, 
but Barth is depending on the reader's ability to remember an 
earlier discussion of Ebenezer's difficulty in making choices.
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In Chapter 2 of Part I Ebenezer is subject to a paralysis 
like Jacob Horner's, in which he "sat immobile in the window 
seat in his nightshirt and stared at the activity in the street 
below, unable to choose a motion at all, even when, some hours 
later, his untutored bladder suggested one." (R21) In that 
chapter the narrator comments on his indecision about a career, 
and Ebenezer himself explains it in a letter to his sister 
Anna :
. . .  it were an easy matter to choose a calling had one 
all time to live in! I should be fifty years a barrister, 
fifty a Physician, fifty a Clergyman . . . All roads are 
fine roads, beloved sister, none more than another, so 
that with one Life to spend I am a man bare-bumm'd at 
Taylors with cash for but one pair of Breeches . . .  I 
cannot choose, sweet Anna: twixt Stools my Breech falleth
to the ground! (RIO)
Ebenezer is acutely aware of his indecisiveness, and 
his reflections about it are frequent. The narrative voice's 
comment about what Ebenezer finds when he looks within him­
self, then, is a gratuitous repetition of information and is 
not necessary for an understanding of his motives for the ac­
tion in question.
The excision of passages which repeat information 
about a character supplied in earlier episodes is quite com­
mon. The information deleted is usually a statement about the 
character's personality or history which summarizes informa­
tion originally presented in dramatic form, as in examples 
seventeen and eighteen.
He had, at the hour of their He had, at the hour of their 
departure from St. Mary's, 18 departure from St. Mary's,
qc
little but contempt and mild little but contempt and mild
disgust for Bertrand, whose disgust for Bertrand, nor
service to him had been a had . . . (R 523)
tiresome succession of de­
ceits, betrayals, negligences, 
and presumptions, nor had 
. . . (555)
Bertrand's self-serving perfidy, hypocrisy, and presumption 
are developed at considerable length in earlier episodes: he
has pretended to be Maryland's Laureate on a number of occa­
sions, admitting his impostures only when they became danger­
ous, and then pointing Ebenezer out as the true poet; he has 
gambled away all of Ebenezer's money, given him advice about 
the nature of a true gentleman's conduct, though he is Eben's 
valet, and has consistently put the worst possible interpre­
tation on Ebenezer's actions and the best possible on his own. 
In the deleted passage the narrative voice reminds us of these 
reasons for Ebenezer's opinion of Bertrand —  but the reminder 
is unnecessary for a reader who remembers Bertrand's actions.
Still another category of revisions indicates Barth's 
increased reliance on the reader's attentiveness and general 
knowledge, and, in some cases, alters the emphasis of the text. 
When, in the original edition, the narrator or one of the char­
acters alludes to mythological or literary events or person­
ages there is usually an explanation of the allusion or a di­
rect comment about the relationship of the person or event to 
the action of the novel. In the revised edition such explan­
ations and comments are either reduced in specificity or omit­
ted altogether, as the following examples indicate.
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. . .  a little tremor shook 
her. "What I mean, the line 
'twixt pleasure and pain 
grows hard to fix in their 
extremes, and —  I' Christ,
I am no greybeard philos­
opher, but think o' the 
saints ye hear of, that 
have visions o' God Al­
mighty; I doubt not 'tis 
a glorious moment, but a 
body scarce could bear it 
more than once or twice!
I'm minded of some scoun­
drels Charley read about in 
his Homer and his Virgil 
. . . Each had bumped his 
bacon with a goddess, just 
one time, and the twain of 
'em were ruined for life 
by't. No doubt 'twas a bar­
gain at the price, but there 
are bargains a poor soul 
can't afford but once. (627)
. . . a little tremor shook 
her. "I'm minded of some 
old scoundrels Charley read 
about in his Homer and his 
Virgil ... . Each had bumped 
19 his bacon with a goddess, 
and the twain of 'em were 
ruined for life by't. No 
doubt 'twas a bargain at the 
price, but there are bargains 
a soul can't afford but once. 
(R591)
. . . some dream of Value.
If from Andromache's point 
of view they seemed insane, 
from their own they were 
godlike; her "Nature" was 
precisely their enemy, and 
her fatalism a surrender 
to oblivion. In a word, 
their behavior was quix- 2 0  
otic : to die, to risk
death, even to raise a 
finger for any Cause was to 
pennon one's lance with the 
riband of Purpose, so the 
poet judged, and had about it 
the same high lunacy of a 
tilt with Manchegan wind­
mills. (732)
. . . some dream of Value.
To die, to risk death, even 
to raise a finger for any 
Cause was to pennon one's 
lance with the riband of Pur­
pose, so the poet judged, 
and had about it the same 
high lunacy of a tilt with 
Manchegan windmills. (R685)
. . . d'ye know those stor­
ies o' kings and princes 
that prowl the streets in 
Scotch cloth? Or better, 
the tales of Old Nick pos­
ing as a mortal man to bar­
gain for souls? The while
. . . d'ye know those stor­
ies o' kings and princes 
that prowl the streets in 
21 Scotch cloth? Or Old Nick 
posing as a mortal man to 
bargain for souls? He was 
uncommon quick in his mind
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we talked I half expected . . . (R601)
to smell brimstone in the 
air, and when he took off 
his moccasins to warm his 
feet on the hob, 'twas al­
most a surprise to see he 
had toes like yours and 
mine, and not cloven hoofs!
He was uncommon quick in 
his mind . . . (640)
Mary Mungommory's allusion to Anchises and Peleus in 
example nineteen makes her statement that "there are bargains 
a soul can't afford but once" clearer and more vivid by sup­
plying an illustration of its meaning that links the state­
ment explicitly to sexuality, which is central to her own his­
tory and to the tale she is preparing to tell. The passage 
referring to the saints and Mary's commentary on the reference 
partly reinforce this allusion, for the near identity of ec­
stasy and pain is implied by the reference and specifically 
remarked in her introduction to and explanation of it. Yet 
the mythological allusion suggests this identity, as does the 
last sentence of the quoted passage, and the reference to the 
saints lacks the sexual overtones which seem essential to her 
meaning. By omitting the overt statement on the nature of 
ecstasy and the allusion to the saints Barth has forced the 
reader to pay more attention to the remaining allusion (though 
still indicating its relevance by means of the last-quoted 
sentence), and has further emphasized the sexual nature of the 
ecstatic bargain that Mary is discussing.
Earlier in the paragraph from which example twenty is
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taken the narrator has said;
The martyr, it seemed to him [Ebenezer], was in a 
sense unnatural, since blind Nature has neither codes nor 
causes; it was from this point of view that Andromache, 
like Ecclesiasticus, appeared the more sophisticated 
moralist, and heroes of every stamp seemed drunkards or 
madmen. (R685)
This comment renders the allusion to Andromache which has been 
excised from the revised text redundant, as it simply repeats 
the concept. The elimination of "quixotic" indicates Barth's 
confidence that his -reader will recognize "Manchegan windmills" 
as a reference to quixoticism without the assistance of the 
name. Ebenezer's thoughts are fully expressed in the revised 
edition, but that expression is more concise than in the ori­
ginal, and requires closer attention from the reader if he is 
to perceive them clearly.
In example twenty-one the speaker, Harry Russecks, is 
trying to describe his initial impression of Cohunkowprets, 
an Ahatchwhoop Indian who has adopted English ways and taken 
an English wife (who, we find later, is Ebenezer's twin sis­
ter). Here the changes in the text affect the reader's im­
pression of the character being discussed as well as reducing 
the amount of explanation associated with the allusion. The 
traditional associations of the cloven hoof and the smell of 
brimstone with Satan in disguise are omitted; the reader is 
left to imagine Harry's specific expectations about this rath­
er exotic figure. This omission also reduces the atmosphere 
of evil that surrounds Cohunkowprets in the original version.
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The Satan suggested by the revised version is less fully de­
fined, and the allusion to Old Nick simply reinforces the 
burden of the comparison of the Indian to a king in disguise; 
Harry seems, in both versions, to be trying to express his 
feeling that Cohunkowprets conceals a power or force of some 
kind behind a reasonably ordinary facade. The original ver­
sion implies that this power is an essentially evil one, and 
although the mention of Old Nick in the revised text keeps a 
suggestion of evil in the description, that suggestion is not 
nearly as strong. The emphasis of the later edition is more 
in keeping with Cohunkowprets' character as it is developed 
in subsequent episodes.
The reader's impression of other characters is also 
affected by the revisions, though never radically. The table 
below supplies a sample of variants which affect characteri­
zation,
. . . he's that treacher- . . . he's that treacher­
ous! Here I had saved him 22̂  ous! Out from the tavern 
from Scurry and Slye, and . . . (R434)
was at the expense of carting 
him from place to place to 
find him a master, but no 
sooner do I close my eyes than 
he turns on me and plays me 
such a trick 'twill be a 
wonder if I'm ever my own 
man again! Out from the 
tavern . . . (458)
E'en then, at seventeen, she E'en then, at seventeen, she
was the soul o' worldliness; was the soul o' worldliness:
ill tutored as I was, she 2 3 fresh and full of spirit as
made me think of ancient —  a blooded colt, but her eyes
Rome, or ancient Greece, or were old as lust, and . . .
realms more ancient still: (R533)
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she was fresh and full of 
spirit as a blooded colt, but 
her eyes were old as the 
world, and . . . (566)
He crossed to the northern 
mainland by canoe and ran 
all day along the shore of 
the marshy Honga, up whose 24
broad reaches sailed the 
unwary Devils. And when 
. . . (603)
I made that hopper myself, 
sir, not long since, and 
I'm passing proud of't.
It's not been used but 
once so far, but 'twill 
give good service for many 
a year. 'Tis a pity ye 
didn't just run a hand in, 
to get the beauty of the 25 
lap-joints. . . . Let 'em 
try to find the likes o' 
that machinery in the coun­
ty ere they grouse and tat­
tle 1 That stout little 
hopper's not the only mar­
vel o' the place."
Here Mrs. Russecks 
joined the conversation in 
support of her husband.
"Haply you were too dis­
tracted . . . (662)
The first of these examples is a part of a long dia­
tribe delivered by Tom Tayloe, a corpulent seller of inden­
tured servants, in which he explains how John McEvoy not only 
escaped from him but stole his money and sold him as a servant. 
In this passage he represents himself as McEvoy's savior and 
benefactor, but the facts of the situation hardly allow that 
interpretation: he bought McEvoy (who had been shanghaied
aboard a ship) at a bargain price because he saw a chance to
He crossed to the northern 
mainland by canoe and ran 
all day along the shore of 
the marshy Honga, up whose 
reaches the unwary Devils 
sailed. And when . . .
(R569)
I made that hopper myself, 
sir, not long since, and 
I'm passing proud of't.
'Tis a pity ye didn't just 
run a hand in, to get the 
beauty of the lap-joints.
. . . Let 'em try to find 
the likes o' that machinery 
in the county ere they grouse 
and tattle !"
Here Mrs. Russecks joined 
the conversation in support 
of her husband. "That lit­
tle hopper's not the only 
marvel o' the place. Haply 
you were too distracted 
. . . (R621)
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make a good profit; he has refused to give him food or water; 
has beaten him both with fists and horsewhip; and, as he tells 
us in the lines which immediately follow those quoted, has 
kept him hog-tied in the wagon while searching for a planter 
to whom he could sell him. Tom seems completely oblivious to 
the irony of his remarks, and it is probable that Barth omit­
ted the passage because he felt the irony to be so heavy that 
Tayloe, who is not a stupid man, could not have made the re­
mark without consciousness of it. Self-deprecating irony or 
humor are not in character for the egotistical Tayloe present­
ed in other passages, nor is such an exaggerated falsification
of the events warranted by Tayloe's purpose in telling the 
32story; thus the omission removes a possible inconsistency 
in characterization. The loss of dramatic irony weakens the 
scene somewhat, but Tayloe's baseless outrage over his treat­
ment by McEvoy is still represented by "treacherous" and by 
other references less direct than the one omitted.
The variant recorded in example twenty-three seems 
also to have resulted from an attempt to maintain consistency 
of characterization. John McEvoy, the speaker, is recounting 
a part of his history. He has just talked about his origins 
and education, and has told us that he was an orphan raised 
in the streets of London by an illiterate, legless beggar who 
used him harshly. It is most unlikely that such a life should 
lead to the kind of speculation he records in the original 
text; the adult McEvoy, who has associated with the coffee­
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house poets, is certainly capable of such a reflection, but 
here he is talking about his initial reaction to Joan Toast, 
and that reaction is more consistent with his history in the 
version presented by the revised text.
The revision of syntax in example twenty-four also 
removes an inconsistency: the speaker is the Tayac Chicamec,
the chief of the Ahatchwhoop Indians, whose words are being 
translated by the king of the Anacostin Indians, Quassepelagh. 
The Tayac is in the process of delivering a long speech about 
the history of his tribe's relationship with the white man; 
while this speech contains many vivid figures and makes use 
of precise, vigorous diction, nowhere else does the Indian 
king make use of the essentially Latinate inversion of syntax 
present in the original text. Barth seems to have reworked 
this sentence in order to preserve the direct, simple pattern 
which characterizes the rest of this eloquent but straight­
forward savage's utterances.
Example twenty-five shows most clearly how Barth has 
altered a character by a minor revision of the text. The 
speakers here are Harvey Russecks and his wife. Harvey is a 
dishonest miller —  the only miller in the county —  who has 
married a noblewoman and therefore considers himself one of 
the aristocracy, far above the "peasantry" which makes up 
Maryland's population. He is an overweeningly proud, violent, 
and jealous man whom everyone in the county, including his 
familv. hates and fears. Ebenezer and John McEvoy have
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completed a tour of his mill, posing as "His Majesty's Wind- 
and Water-Mill Commissioners," and are discussing what they 
have seen with the anxious miller, his wife, and his daughter. 
John, who has already begun the seduction of the willing 
daughter, has just referred to the "handsome hopper" (662) he 
spied while climbing to the loft. Unconscious of the fact 
that McEvoy followed his daughter up the ladder and is using 
"hopper" as a euphemism, Harvey adds to the humor of the scene 
with his unintentionally correct comments, and makes a sug­
gestion that John, Eben, and the miller's wife and daughter 
understand as an extension of the original double-entendre.
He doesn't know, however, of the "one use" his daughter's 
hopper has had, and Barth may have again felt that the irony 
was beginning to be overdone.
Giving Mrs. Russecks the line referring to the "other 
marvels of the place" subtly alters her characterization.
When delivered by the miller the line is an unintended invi­
tation to Ebenezer to try his luck with Mrs. Russecks, and she 
participates in the invitation only after her husband has un­
wittingly made it; when she speaks the line, in the revised 
edition, her role becomes more active and we see more clearly 
her desire to cuckold her husband.
None of these omissions or revisions makes a profound 
change in the way the reader sees a particular character, for 
even minor characters appear for long enough in The Sot-Weed 
Factor to be developed fairly completely, and their personalities
can not be radically changed by minor alterations of the text. 
Nevertheless, it is clear that Barth did make some revisions 
which make characterization more consistent and some which 
subtly alter it.
The greatest number of revisions and omissions, how­
ever, make the narrative swifter and more graceful in a way 
only implied above. Many of the changes seem to have been 
made primarily in order to increase the pace of the narrative 
and smooth its progress. The omissions of analysis and ex­
planation noted above have this effect, for their presence 
slows the pace of activity, and in their absence the reader 
is carried more rapidly from event to event. Similarly, in 
many episodes Barth has removed the interjections of the char­
acter who is listening to a tale or observing an action, thus 
placing more emphasis on the narrative action and less on the 
minute by minute response of the observer or listener. A com­
prehensive view of the effect of this kind of change can not 
be obtained by studying a tabular representation of the changes 
because their effect is incremental, but a sample of such 
changes which will permit a discussion of their kinds and in­
dividual effects is presented below.
. . . had been whipped by . . .  had been whipped by
her heartless sister for not -g her heartless sister for not 
turning to harlotry." —  turning to harlotry.
"That was the most un- And to . . . (R412)
kindest cut of all, "Ebene- ^
zer commiserated.
"'Twas very like her, 
though," Mary sighed. "And 
to . . . (434)
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. . .  he sprang aboard and 
knocked me from the seat." 
"Mercy!"
"His first thought . . . 
(436)
. . .  he sprang aboard and 
knocked me from the seat.













"Aye, John, tell on," 
Ebenezer encouraged. "How 
is it . . . (R534)
"PrickpocketI"
"Galloise!"
"Dear God in Heav'n, 
cease !" Ebenezer commanded, 2^ 
so overwhelmed by their de­
bate that with his hands 
over his ears he reeled 
about the room as if each 
epithet were a blow to 
the head. (469)
"Aye, John, tell on,"
Ebenezer encouraged. "You 22 
can do naught to ease my 
guilt, but it may be your 
tale will lessen by one the 
questions I'll never find 
answers to. How is it 
. . . (567)
. . . vowed he'd murther her 
if Sir Benjamin or myself so 
much blinked an eye at him!"
[sic]
Relieved as he was to 32 
see her strategy, Ebenezer 
could not imagine that any­
one would be fooled by an 
assertion so improbable in 
itself and so discrepant 
with his own testimony that 
he and the woman had been 
idly conversing. But he was 
reckoning without the miller's 
violent passion; like a 
wounded boar at the scent 
of his injurer, Russecks gave 
a sort of squealing grunt 
and charged outdoors. (672)
These passages all illustrate changes which increase the pace 
of the narrative, and each is representative of a kind of
. . . vowed he'd murther her 
if Sir Benjamin or myself so 
much as blinked an eye at 
him!
Like a wounded boar at 
the scent of his injurer, 
Russecks gave a sort of 
squealing grunt and charged 
outdoors. (R631)
change which can be found throughout the novel.
The first two examples come from a scene in which 
Mary Mungommory is telling Ebenezer about the entertwined 
histories of her lover and his sister. Ebenezer's interjec­
tions, which have been omitted from the revised text, contrib­
ute nothing to the tale Mary is telling; neither do they give 
us information about his reactions which cannot be found in 
the description of his general response following the story's 
conclusion. They do, however, slow the pace of Mary's narra­
tive and distract attention from it, and their omission re­
moves an impediment to the flow of her story. In similar sit­
uations throughout the work Barth has omitted interjections 
by listening characters so that the story being told moves 
more rapidly and clearly.
Ebenezer's interjection in example twenty-eight is 
left intact, but the description of the scene's effect on him 
is deleted. He is in the kitchen at Malden, the family estate 
which he has unintentionally given away, where he is listen­
ing to a verbal battle between an English prostitute and a 
French one. For nearly four full pages of text they have been 
trading one-word insults, and the exchange continues for three 
pages after this interruption —  at which point Ebenezer bolts 
from the room. A large part of the humor of the battle pro­
ceeds from the uninterrupted pace of the exchange, in which 
neither speaker is ever at a loss for a new epithet; the ori­
ginal text's longer interruption disturbs this pace more than 
does the revised text's interruption. In the revised edition we
are still given an indication of the scene's effect on Ebene­
zer, and a pause in which to draw breath, but omitting the 
description of Ebenezer's precise reaction allows the com­
batants to return to the lists more quickly, thus preserving 
the rapid pace of the exchange.
In example twenty-nine we find another interjection 
by a character listening to a story, and here the effect of 
the interjection has also been changed by omitting a sentence. 
The original text's version emphasizes Ebenezer's reaction to 
John McEvoy's story, but the revised text's merely creates a 
short break which leads directly back into the narration. In 
both editions Ebenezer's question calls for a continuation of 
McEvoy's story and directs its course: in the revised edition
the passage calling attention to Ebenezer's particular inter­
est in the tale has been omitted, thus focussing the reader's
attention on the story rather than shifting it to Ebenezer.
In these last two variants the change alters the nature of 
the interruption of the action or tale in progress while pre­
serving the momentary pause which prevents the tale from be­
coming a monologue or the action from becoming completely di­
vorced from the larger context.
Example thirty fits into the same category, in part,
but it deserves separate comment because it represents a kind
of change that Barth made quite frequently. In many passages 
which describe violent activity the description of a charac­
ter's reflective reactions to the activity have been deleted.
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C.S they have been here. This leaves only the action itself 
to hold the reader's attention, and preserves the pace of the 
event itself in the description of it.
The primary effect of changes in the length or nature 
of interjections, omissions of interjections, and omissions 
of description, then, is to increase the pace at which the 
narrative moves. Barth has also made other changes which af­
fect the story's pace. Most notable among these are changes 
which create a more active style, a style which more accurate­
ly mirrors the action being described. Many of these changes, 
like those below, achieve this end by omitting sentences or 
parts of sentences.
Men with pistols or torches 
in one hand and cutlasses 
in the other, presumably 
pirates, were scrambling 
over the railings un­
opposed . . . (253)
"This wretch and his 
devilish ally ---"
He spoke no more, for 
the stranger smote him 
across the face with the 
flat of his sword. The 
blow sent him sprawling, 
and before he could col­
lect himself the sword- 
point was at his gullet.
(509)
Point Lookout very soon van­
ished, and as if its dis­
appearance had been a signal, 
darkness closed in immedi­
ately afterwards, and the 
wind and rain seemed to in­




sloop was flung high by
Men with pistols or torches 
in one hand and cutlasses 
in the other were scrambling 
over the railings unopposed 
. . . (R235)
"This wretch and his
devilish ally ---"
The stranger smote him 
across the face with the 
flat of his sword, and be­
fore he could collect him­
self the point was at his 
gullet. (R481)
Point Lookout very soon van­
ished, and as if its dis­
appearance had been a signal, 
darkness closed in immedi­
ately, and the wind and rain 
seemed to increase. The 
sloop was flung high by each1-ilar'V gaa Anri -Foil with A
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furious black sea and fell slap into the trough behind
with a jarring slap into the . . . (R516)
trough behind . . . (547)
The identification of the boarders as pirates is un­
necessary, for the pursuit of the vessel being boarded has 
been described at some length, and the attackers have been 
identified during this description. Omitting the superfluous 
appositive results in a simpler sentence which moves, like 
the pirates, directly to its objective.
The variant in example thirty-two represents a kind 
of change Barth frequently made in revising The Sot-Weed Fac­
tor; in passages describing violent physical activity the 
descriptions are presented in more vigorous and direct con­
structions than those of the original edition. Here the 1960 
text's two sentences have been reduced to one, and that one 
sentence is composed of two relatively simple clauses instead 
of the original text's four. The omissions from example thir­
ty-three, though they do not affect sentence structure, have a 
similar effect on the impression created by the style; delet­
ing adjectives and adverbs places greater emphasis on the 
verbs and thus upon the action.
Barth has also reworded a number of passages in order 
to create a more active style. The following passage is 
typical.
Up forward the Captain cut Up forward the Captain cut
loose the sea anchor, whose loose the sea anchor, whose
efficacy had been steadily 3£ efficacy had waned with the 
diminishing with the run of run of the tide, and cast the
the tide, and cast the grapple in its place —  not
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grapple in its place —  not with any serious hope of its
with any serious hope of its holding fast on the rockless
holding fast on the rockless bottom of the marsh country,
bottom of the marsh country, but merely to hold his ves-
into which general area he sel's bow into the wind
reckoned them to have drift- . . . (R518)
ed, but merely to hold his 
vessel's bow into the wind 
. . . (549)
Both omission and rewording have been employed in creating the 
more active sentence of the revised edition : the change from
the past perfect progressive tense to the past perfect, in 
conjunction with the change to a more active verb and the 
omission of the Captain's "reckoning," produces a sentence 
which can be read more rapidly and which focusses on the ac­
tion.
In order to make his narrative "move a quantum more 
swiftly" Barth excised simple verbiage, reduced the amount of 
description of characters' moods and tones in dialogue domin­
ated passages, excised explanations of characters' motives, 
reduced the amount of explanation surrounding allusions, and 
revised individual passages and sentences to create a more 
active style. The way in which these changes combine to af­
fect the pace and clarity of the whole can best be seen by 
briefly examining their effect on one chapter.
Chapter 10 of Part I, "A Brief relation of the Mary­
land Palatinate, Its Origins and Struggles for Survival, as 
Told to Ebenezer by His Host," is precisely what its title 
promises; Lord Baltimore, the former Lord Proprietary of the 
province, summarizes seventy-five years of Maryland's history.
(Actually, the summary is delivered by Henry Burlingame posing 
as Lord Baltimore, but neither Ebenezer nor the reader learn 
this fact until much later.) Maryland's history is, as Ebene­
zer expresses it, "such a string of plots, cabals, murthers, 
and machinations" as has never before been encountered in 
"life or literature." (R92) As a consequence, this chapter 
is one of the most difficult to follow in the entire novel.
In the original edition the chapter contains some 6500 
words in three hundred thirteen sentences : the revised ver­
sion contains 5600 words, and an examination of the text shows 
that seventy-nine sentences have been deleted in whole or in 
part, and that ten others have been revised by an alteration 
of word order. Almost all of these changes can be classified 
in the categories already established, as can their functions; 
their aggregate effect is that described above. This involved 
chapter, presenting information necessary for the reader's 
full understanding of the adventures which are to follow, is 
made swifter, easier to comprehend, and more graceful by the 
changes.
Intensives, Christian names, titles, and isocolons
involving synonymous terms have been removed throughout the
chapter, as the variants listed below indicate.
"The man's a very Machiavel!" "The man's a Machiavel!"
(100) ^  (R8 6 )
. . . assaults by the Indi- . . . assaults by the Indi­
ans and certain attempts by 3^ ans and attempts by the 
the Dutch . . . (101) Dutch . . . (R87)
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. . . in order to harness 
somewhat the malcontents 
and seditionists in the 
. . . (101)
. . . but clearly and un­
mistakably mine. (103)
. . . the turncoats 
William Fuller and 
Josias Fendall, who ranged . . . (102)
. . .  a cry from Black 
Bill Claiborne! (92)
. . . disputed Lord Holt's
decision . . . (106)
in order to harness
37 the malcontents in the 
(R87)
38 . but clearly mine. (R89)
. . . the turncoats Fuller 
39 and Fendall, who ranged 
. . . (R88)
. . .  A cry from Bill Clai­
borne! (R80)
41 . . . disputed Holt's deci­sion . . . (R91)
Descriptions of characters' tones of speech and moods 
have also been deleted, as have explanations of motivation 
and summaries of character traits when the information can be 
inferred from the immediate context or from information sup­
plied earlier in the novel.
. . . for himself!"
"I am astonished!" Eben­
ezer said. "Surely King 
William hanged him!" (105)
"Why," said Ebenezer, I 
am aghast! 'Tis like hang­
ing a man today and trying 
his crime tomorrow!" (105)
. . . therefore, our Clai­
borne, who had no use for 
such peaceableness, had 
long led . . . (94)
. . .  to the commission.
How the man yearned to 
plunder us again! But 
father . . . (99)
42
43
. . . for himself!"
"Surely King William 
hanged him!" (R90)
"Why," said Ebenezer, 
"'Tis like hanging a man to­
day and trying his crime to­
morrow!" (R91)
. . . therefore, our Clai­
borne had long led . . . 
(R81)
. . .  to the commission. 
45 But father . . . (R85)
The self-descriptions in Ebenezer's responses to Baltimore's
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tale are analogous to the authorial descriptions discussed 
earlier in relation to tone and mood, and their omission here 
serves the same purpose as do those omissions: the reader is
given sufficient clues to determine the character's mood and 
tone of voice, but is left to make inferences for himself.
The summaries of Claiborne's traits in examples forty-three 
and forty-four, like those summaries discussed in relation to 
the novel as a whole, merely repeat information abundantly 
supplied by knowledge of the character which the reader has 
obtained through attention to the dramatic incidents of the 
story.
Throughout the chapter Ebenezer's interruptions of 
the story have been shortened or eliminated: they have been
shortened in places where Baltimore's narrative has been pro­
ceeding without intermission for a considerable time, and 
eliminated entirely in places where Ebenezer has interrupted 
the narration shortly before. One of the interruptions which 
has been excised, for example, is, "'I swear,' said Ebenezer, 
'the fellow's a very Vicar of Bray for shifting with the 
weather!'" (R96) This interjection comes only two lines after 
Ebenezer has last interrupted his host, and omitting it allows 
Baltimore's story to regain the continuity it had lost as a 
result of that somewhat longer than usual interruption. The 
nature of the interruptions has also been changed in some 
places by removing the description of Ebenezer's reaction (see 
examples forty-two and forty-three), leaving only his question
or exclamation intact. In the original edition there are for­
ty such interruptions of Baltimore's narrative; only twenty- 
four of these appear unchanged in the revised edition, and 
five of these are questions which help to advance the narra­
tive. Three have been omitted entirely, and the remaining 
thirteen have either been reduced in length or have had their 
function altered so that they too help to advance the story 
without calling much attention to Ebenezer (see: 100/R86, 
101/R87). Barth has retained a sufficient number of the in­
terruptions to prevent Baltimore's story from becoming a mon­
ologue with no apparent relevance to The Sot-Weed Factor, but 
by altering the interjections he keeps the focus on Baltimore's 
tale and allows it to move more swiftly and coherently.
This chapter's pace is also increased by the omission 
of many details which are not necessary for an understanding 
of Baltimore's story or which repeat information that he has 
supplied a few pages earlier. The repetition of a date (101/ 
R87) has been omitted, for example, as have the names and de­
scriptions of some of the persons who figure in Maryland's 
history but not in the events of the novel, some of the de­
tails of the history itself, and many of Baltimore's reflec­
tions on it.
. . . the rascally Tom Smith . . . the rascally Tom Smith
is established there, along is established there, along
with Claiborne's brother-in- with Claiborne's brother-in-
law, and betwixt the two £ 6  law. There was naught for't 
some armed resistance is then but to reduce 'em . . .
mustered against Evelyn. (R82)
There was naught for't
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then but to reduce 'em 
. . . (95)
This Claiborne was a fac- This Claiborne was a factor
tor for Cloberry and Com- for Cloberry and Company,
pany, a Councillor of Vir- and Secretary of State for
ginia after her charter £7 the Dominion by appointment
was revoked, and Secretary of Charles I, who was easily
of State for the Dominion misled. (R80)
by appointment of Charles I, 
who was easily misled. (93)
"Twas our due, by Heav'n! "Twas our due, by Heav'n!
It should have been wholly ^  But not three . . . (R85)
clear to all by then, that 
as the proverb hath it,
Tis better to rule than 
be ruled by the rout.
But not three . . . (98)
The details about Claiborne which remain in the re­
vised edition are necessary for an understanding of the part 
he played in the conspiracies and deceits Baltimore is relat­
ing, but his Councillorship plays no part in the story, and 
this part of the statement is therefore inessential. In ex­
ample forty-six Baltimore partially describes an attempted 
rebellion, and the revised text's version of this description 
omits one of the details; the detail is probably accurate,
given Barth's knowledge of the actual events of Maryland's
33history as they are described in state archives, but we do 
not need to know of the armed resistance to Evelyn in order 
to see the general pattern of intrigue and machination that 
Baltimore is presenting. Omitting it therefore allows the 
reader to concentrate on details more important to the over­
all pattern. Lord Baltimore's reflection about the Calvert's 
deserts in example forty-eight makes overt the tone which
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underlies his remarks, but this sense of merit denied pervades 
his narration so thoroughly that it does not need to be stated 
explicitly.
Barth seems to have decided that only a certain amount 
of factual detail could be presented without obscuring the 
wider picture which is essential for an understanding of the 
current situation in the province for which Ebenezer is about 
to embark, and to have excised as much extraneous fact and 
speculation as possible in order to make that over-all picture 
easier to see and to help the reader remember those names, 
facts, and dates that are important to the action of the novel.
The cumulative effects of these minor changes are sig­
nificant; they preserve the continuity of Lord Baltimore's 
story and make it move more swiftly and clearly. These are 
the same changes that Barth has made throughout The Sot-Weed 
Factor, and they are just as successful there as they are in 
this smaller unit, serving to "make this long narrative a 
quantum swifter and more graceful."
It should be remembered, however, that the revised 
version of The Sot-Weed Factor still has seven hundred fifty- 
six pages. Although the revisions have increased the pace 
and economy of the narrative and created a more active style 
they have not turned the book into a paradigm of concision 
and economy. It is still very much what Barth set out to 
write, an eighteenth century novel in plot, form, and style, 
and it is as nearly akin to the works of Sterne and Fielding
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as to those of Sartre and Camus. The novel contains few (if
34any) anachronisms of diction; words now archaic but common 
in the eighteenth century vocabulary abound, as do the peri­
odic and undercut-periodic sentences which were the staples
35of prose writers in the Augustan Age. The novel requires 
the same amount of attention that one devotes to Fielding or 
Sterne, and its length and intricacy demand that we adopt the 
same unhurried, patient approach that we accord them. The 
revisions do not alter the basic characteristics of the nov­
el, but they polish its corners and make it a more enjoyable 
and artistically satisfying whole.
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raphy of Barth found at the end of the American edition and 
adds a very brief synopsis of the plot on the first leaf of 
the book. Otherwise, the English and American editions are 
identical.
^Five paperback reprintings of the original edition 
appeared between 1964 and 1970, three of which (all Grosset
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and Dunlap printings) were identical to the original edition. 
For the most complete published bibliography of Barth's works, 
see: Joseph N. Weixtlmann, "John Barth: A Bibliography,"
Critique, 13, No. 3 (1972), 45-55.
^Edmund Fuller, "The Joke is on Mankind," New York 
Times Book Review (August 21, 1960), p. 4.
'Shirley Barker, "History is Still Good Fiction," 
Saturday Review, 62 (November 26, 1960), 21.
'̂*1' Faith, "Tis Good," Newsweek, 56 (August 29, 1960),
88.
9Granville Hicks, "Doubt Without Skepticism," Satur­
day Review, 67 (July 3, 1965), 23.
^^Leslie Fiedler, "John Barth: An Eccentric Genius,"
The New Leader, 64 (February 13, 1961), 23.
^^Stanley Edgar Hyman, "The American Adam," The New 
Leader, 67 (March 2, 1964), 20. 
l^Fuller, 4.
^^Terry Southern, "New Trends and Old Hats," The Nation, 
211 (November 19, 1960), 381.
^^Barker, 21.
^^Newsweek, 89; and Burton Robie, Library Journal, 85,
No. 16 (1960), 3099.
The Virgin Laureate," Time, 76, No. 10 (1960), 77.





22Various arguments about the generic type of the book 
may be found in: Earl Rovit, "The Novel as Parody: John
Barth," Critique, 6 , No. 2 (1965), 82-85. He stresses the 
parody of the novel and the historical novel as keys to the
form of The Sot-Weed Factor.
23Russell H. Miller, "The Sot-Weed Factor : A Contem­
porary Mock Epic," Critique, 8 , No. 2 (1966), 88-100.
24Publisher's Weekly, 190, No. 10 (1966), 50; and No.
18 (1966), 6 6 ; and No. 20 (1966), 111: Choice, 4 (June, 1967),
418.
^^Publisher's Weekly, 190, No. 10 (1966) , 50.
ZGçhoice, 4 (June, 1967), 418.
27Jean E. Kennard, "John Barth: Imitations of Imita­
tions," Mosaic, 3, No. 7, 129.
28The original American edition contains approximately 
2,143,960 characters on 806 pages. The revised edition con­
tains approximately 2,127,380 characters on 756 pages.
29Barth, p. vi. The "Foreword . . . "  also notes that 
Barth is only following Ebenezer Cooke's example, inasmuch as 
he revised the original "Sot-Weed Factor." Barth makes use of 
both editions in the novel.
^^The care with which Barth revised will become appar­
ent as the extent of the revisions and their occurrence 
throughout the novel is shovm. It should be noted, however.
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that in spite of this care in altering the text the revised
edition contains more errata than the original.
31Here, as in all examples printed in tabular form, 
the text of the original edition appears in the left-hand 
column and that of the revised edition in the right. Each 
example is identified by an underlined arabic numeral between 
the columns. The editions used for collation were the revised 
edition described in n.3 above and the Grosset's Universal 
Library Edition (New York; Grosset and Dunlap, 1970), which
is identical to the original American edition.
32Tayloe needs to enlist Eben's sympathy, but obvious
exaggeration of his case does not serve that end.
33For a discussion of Barth's use of historical data 
and an indication of his sources see: Alan Holder, "What Mar­
velous Plot . . . Was Afoot? History in Barth's The Sot-Weed 
Factor," American Quarterly, 20 (1968), 596-604; and Alan 
Prince, "An Interview with John Barth," Prism ' 6 8 (Students 
Association of Sir George Williams University, Spring, 1968), 
p. 50.
^^This stylistic tour de force was noted by Rovit in 
the article cited above, and The Sot-Weed Factor's debt to 
Swift, Fielding, and Pope has been remarked by both Rovit and 
Miller.
35Barth claims that writing in the eighteenth century 
style is easy, and that the real trick is to stop doing so 
once you've started (Enck, 7).
CHAPTER V 
CONCLUSION
The most significant of Barth's revisions, certainly, 
are those he made in The Floating Opera. Restoring the ori­
ginal incidents and conclusion alters the novel's structure 
and its thematic implications, creating a more unified, pleas­
ing artistic whole. Moving the discovery of Mr. Haecker's 
suicide attempt to the penultimate chapter satisfies our nor­
mal expectations about fictional structure,^ and the copulat­
ing dogs of the revised Chapter XI provide a firm link between 
that chapter and Chapter XII, simultaneously foreshadowing the 
events of Chapter XIII and further developing Todd Andrews' 
attitude toward sexuality and, by implication, toward sensual 
experience as a basis for value. The revised edition's plan 
makes concrete the implications of Todd's nihilism, and the 
method by which his suicide is thwarted and his reactions to 
the plan's failure and to the Macks deny us the facile opti­
mism of the first edition's sentimentalized conclusion. The 
restorations thus give the novel a thematic and structural 
unity lacking in the original edition. More significant to a 
view of Barth's artistic maturation, however, are the changes 
that do not appear to be restorations. By excising deadwood.
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eliminating many adjectives and adverbs, and creating a more 
active, vigorous style that accurately mirrors the actions it 
describes, Barth evidences his increased mastery of prose.
The stylistic revisions in all three of the early nov­
els demonstrate Barth's maturation as a fictional stylist: 
they reveal a craftsman with a greater sensitivity to the 
sound and structure of prose, a more comprehensive grasp of 
the effects produced by the narrative voice, and a clearer 
awareness of narrative pace. The revisions are the more re­
markable because they do not materially affect the basic tones 
of the novels; each retains its original stylistic integrity, 
though its effects are heightened by the changes. The Float­
ing Opera and The End of the Road keep the verbal patterns
that help to characterize their first-person narrators and the
2"realistic dialogue" of the minor characters, but the ines­
sential awkwardnesses and idiosyncracies of the rhetoric have 
been eliminated. The Sot-Weed Factor also retains its ori­
ginal character. The novel's imitative/parodic structure, un­
changed by the revisions, complements its deliberately imita­
tive style. That style remains typical of eighteenth century 
prose in syntax and diction, even though the revisions in­
crease its clarity and vigor.
The increased economy of the revised editions makes 
greater demands on the reader's attention and interpretive 
ability, for he is often required to remember details of ac­
tion and description that were repeated in the earlier editions.
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Barth has increased the narrative pace of all three novels, 
not only by economizing generally and by eliminating obtrusive 
stylistic eccentricities but also by allowing dramatically 
presented material to speak for itself. This change too im­
plies an alteration in Barth's conception of his reader, for 
it requires that the reader be capable of deducing motivation 
from action and of seeing the relationship between individual 
actions and the larger concerns of the novels. The altered 
nature of the implied-author/reader relationship can be seen 
most clearly in the absence of detailed explanations from the 
revised editions; in excising direct commentary about philo­
sophical distinctions and the relationship of allusions to 
the actions of the novels Barth seems to have postulated a 
reading audience more sophisticated than the one he had in 
mind for the first editions.
Although one can only speculate about the causes of 
Barth's increased confidence in his readers, it seems probable 
that he became increasingly aware of the specialized audience 
he was reaching. The early novels sold few copies before 
1960,^ but the number of scholarly articles about them and 
the general interest his work attracted on college campuses 
must have indicated to Barth the academic community's accep­
tance of his works. Consciousness of his audience seems to 
have helped to shape the later fictions; The Sot-Weed Factor 
depends for its effects on an audience well acquainted with 
eighteenth century literature; Lost in the Funhouse and Chimera
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explore the aesthetics of artifice and the relation of fiction 
to myth and of both to contemporary experience. These later 
works present ambiguous surfaces of a sort historically un­
successful among the general public, exploring the possibili­
ties of point of view and fictional structure with such in­
tricacy that they are accessible only to an audience of con­
siderable literary sophistication. Whatever its causes,
Barth’s increased confidence in the reader results in versions 
of The Floating Opera, The End of the Road, and The Sot-Weed 
Factor that are swifter and more graceful than the first edi­
tions. As a result of the changes the novels are more attrac­
tive to the critical reader.
Only the critic will be aware of revisions per se; 
yet, as this study demonstrates, they can significantly alter 
novels even when their individual effects are quite small. 
Attention to the transmutations a text undergoes at the hands 
of editor and author can yield substantial dividends. The 
editor’s revisions suggest the tastes and expectations pre­
vailing at the time of publication, and studying them enables 
the critic to see the work in better historical perspective. 
More importantly, perhaps, studying the history of a text pro­
vides one means of exploring the process of artistic making. 
Comparison of published versions representing "final" authorial 
intentions^ allows us to see each as a complete, distinct en­
tity and to generalize with some authority about changes in 
an author's technique and vision. A study of this kind, then.
X Z D
can help the critic perform one of his primary functions. As 
Dryden said: "Criticism, as it was first instituted by Aris­
totle, was meant a standard of judging well; the chiefest 
part of which is, to observe those excellencies which should
5delight a reasonable reader," One of Barth's excellencies, 
and one of the sources of delight in all fiction, is stylis­
tic and formal virtuousity; this study helps to demonstrate 
the technical expertise in his work.
FOOTNOTES TO CHAPTER V
^Barth's awareness of structural requirements is evi­
dent in all of his novels, and he comments on them in "Part 
IV" of The Sot-Weed Factor, pp. 793-4, where he apologizes 
for including material that violates structural "rules." In 
"Lost in the Funhouse" he actually draws Friedtag's Triangle 
and its standard variant, commenting that an author should 
have some overriding need to frustrate the reader’s formal 
expectations if he is going to depart from "normal" form.
Lost in the Funhouse (New York; Grosset and Dunlap Universal
Library, 1969), 95.
2Barth describes the novel and the dialogue as "real­
istic" in John Enck, "John Barth; An Interview," Wisconsin 
Studies in Contemporary Literature, 6 , No. 1 (Winter-Spring, 
1965), 11.
^Initial sales of The Floating Opera and The End of 
the Road, before paperback reprinting, amounted to less than 
4000 copies each. The Sot-Weed Factor sold 5000 hardcover 
copies before reprinting. See; David B. Morrell, "John 
Barth; An Introduction," Diss. The Pennsylvania State Univer­
sity, 1970, pp. 28, 80,
^The extent to which published versions may be seen
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Chapter 1,
^John Dryden, Essays, ed, W,P, Ker (Oxford; The 
Clarendon Press, 1900), I, 179.
APPENDICES
CATALOGS OF VARIANTS IN THE FLOATING OPERA,
THE END OF THE ROAD, AND THE SOT-WEED FACTOR
These tables are designed to allow scholars working 
with The Floating Opera, The End of the Road, or The Sot-Weed 
Factor to determine whether passages crucial to their inter­
pretations differ in the original and revised editions.
The texts used for each novel are cited on the first 
page of the appropriate table. Variants are listed in the 
order of their occurrence and are identified by page and line 
number, the data from the earlier edition appearing in the 
left column and that of the later edition in the left center.
The right-hand columns contain symbols identifying the vari­
ant's nature and, when appropriate, cross-references to the 
text of the dissertation.
Casual variants proof errors and changes in the 
form of spelling —  are indicated by an asterisk (*) in the 
right-hand (code) column. A follows an entry, in the code 
column, when words have been added to the original text but 
nothing has been omitted. A appears in the code column 
when words have been deleted and nothing added. The symbol
identifies variants involving both deletion and addition 
(punctuation changes necessitated by the deletion of words are 
not considered additions), All changes involving 12 or more 
consecutive words are indicated by an "m" in the code column.
If a variant has been discussed in the text of the dissertation
its location is identified by reference to example number as; 4.
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APPENDIX A; THE LOCATION OF THE 
VARIANT READINGS OF THE FLOATING OPERA
Texts used for collation:
The Floating Opera. New York: Appleton-Century-
Crofts, 1956.
The Floating Opera, Revised Edition. Garden City, 
New York; Doubleday and Company, 1967.
page and line numbers code example number








2 . 2  1.18
2.11 2.1 +/-
2.12 2.3






























page and line numbers code exampleL956 edition 1967 edition (Chapt(
6 . 6 5.23
6,8-9 5.24 -m6.14 5.28 —6,18 5.33 —
6 , 2 2 6 . 1 —
6.28 6 .6 —
7-1 6.15
7.20 6.337.23 7.1 «
7,30-31 7.9 +/-8.13 7.25 +/- 29
8.16 7,29
8,19 7.32 +/-
8.23 8 . 1 +/-8.24 8 . 2 +/-9,2 9.2 +/-
9,9-10 9.9 —
9,11-12 9.10 — 1 1
9.16 9.14 —
9.19-21 9.17 -m
1 0 . 1 9.18 +/-10.3 9.20
10.5 9.21 +/-
1 0 , 1 2 10.3
10,18 10.9 -
10.19-20 1 0 . 1 0 -
1 0 , 2 2 1 0 . 1 2 —
10.23 10.13 —
10.25 10.14 -
10.26 10.15 +/-10.29-30 10.19
10.31-32 1 0 . 2 0 - 30
10.33-34 1 0 . 2 2 - 30
10.35 10.24 — 30
11.1-3 10.24 —
1 1 . 6 10.28 —
11.16 1 1 . 2 —
11.17 11.2-3 +/-11.26 1 1 . 1 1 — 24




1 2 . 1 11.18 -
12. 30 1 2 . 1 0 +/-
APPENDIX A (continued)
page and line numbers code example number
1956 edition 1967 edition (Chapter 2)
12.34 12.14 —




13.34 13.12 —14. 7 13.20 —















17.11 16.16 +/-17.11-12 16.16
17.22 16.26 +/-17.32-33 17.1 +/-18.13 17.16
18.14 17.16 —
18.15 17.17 +/-18.28 17.30 —
19.7 18.8 —
19.8 18.9 +/-19.12 18.12 -
19.15-16 18.16 +/-19.19 18.19 +/-
2 0 . 8 19.7 +/-20.8-9 19,7 -
2 0 ,1 1 - 1 2 19.10 +/-20.13 19.12 -
20.14 19.12 -
2 0 . 2 0 19.17 -
21.4-5 19,22 —




page and line numbers code example number














22,33 2 1 . 2 1 -
22.33 2 1 . 2 1 «-
22.35 2 1 . 2 2 -
23.1 21.23 -
23.7 21.29 -






24.2 2 2 . 2 0 —
24.3 2 2 . 2 2 +/-24.6-7 22.23
24,15-18 22,32 -m
24,23 23,2 +/-24.25 23.4














page and line numbers code example number
1956 edition 1967 edition (Chapter 2)
25.33 24.3 -
25.35 24.5 +/“26.1 24.6 -



















27.9 25.6 +/-27.10 25.6 -


















page and line numbers code example number

















29.21 27.7 +/-29.22 27.8 -
29.24 27.10 -






29.33 27.16 +/-29.34 27.17 +/-29,34 27.17 -









30.25 28.7 +/-30.25-26 28.7 -
30.26-27 28.7 -
30.29 28.10 -
30 = 30 28 = 1 0 -
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APPENDIX A (continued)
page and line numbers code example number
1956 edition 1967 edition (Chapter 2)
30.31 28.11 —



















33,21 30,29 +/-33.21 30.29 -




33,34 31.5 V-34.1 31.8
34.6 31.12 -














page and line numbers code example number
1956 edition 1967 edition (Chapter 2)
36.12 33.14 —
36,15 33.16 +/-36.16 33.17
36.29 33.30 -
























44,8 41.3 +/-44.10 41.3 —
44,11 41.4 —
44.14 41.7 -






45.9 41,34 +/-45.13 42.3 -
45.16 42.5 -
46.4-5 42.27-28 +/-47.1 43.1 —
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APPENDIX A (continued)
page and line numbers code example number
1956 edition 1967 edition (Chapter 2)
48.2-3 43,21 +/-48.16 44.10











































page and line numbers code example number













68.14 62.33 +/-68.15 62.33 —











71,32-33 6 6 . 1 1 -
72.9 6 6 . 2 1 -
73.11 67.23 +/-76.16 71.16
76.17 71.17 +/-78.18-19 73.17 -
79.4 73.23 +/-79.8 74.2 -
79,34-35 74.27 -






84.1 78.21 +/-85.25 79.29 +/-89 = 15 83.15 +/=89.18 83.18 +/-
APPENDIX A (continued)
page and line numbers code example number
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page and line numbers code example number
(Chapter 2)
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1956 edition 1967 edition
116.9-12 109.8-12 +/-m116.13 109.13 +/-
116.13-14 109.13-14 +/-116.14 109.14




119.6-7 1 1 2 . 6 -
121.16-17 114.10 -












126.25 119.15 +/-126.32 119.22
127.9 119.33 -





128.21 1 2 1 . 6 -
129.3 121.24 -
129.8 121.28 +/-129.9 121.28 -
129.10 121.29 -
129.15 121.34 -
129.21 122.4 V-129.27 1 2 2 . 1 0 -
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APPENDIX A (continued)
page and line numbers code example number









144.28-29 136.4 +/-145.1 136.10
145.8 136.17 —
145.9 136.17 +/-145.10 136.18
145.13 136.22 —
































page and line numbers code example number












156,3 146.22 +/-156.6 146.25 -
156.10 146.29 -








158.10-11 148.18 +/-158.18 148.24 -
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APPENDIX A (continued)
page and line numbers code example number
1956 edition 1967 edition (Chapter 2)
182.10 169.23 -
183.7-8 170.6 —











184.30 171.16 +/-184.32 171.18 -
185.3-5 171.23 -m
185.6 171.24 —







187.19-20 173.8 +/-187.22-23 173.13
187.25 173.16 -
187.30 173.25 +/-187.32-33 173.29 +/-187.34 173.32 -
187.34-35 173.33 +/-188.4 174.3-6 +
188.5 172.15 +
188.5-6 172.16 -










page and line numbers code example number
1956 edition 1967 edition (Chapter 2)
190,12 175.16 —
195.5-6 175.30 —196.1 180.24 —





196.26 181.13 +/-197.3 182.3
197.19 182.19 —
198,5-6 183.2 -
198,8 183.4 +/-198.18 183.14
198.19 183.14 -
































page and line numbers code example number
1956 edition 1967 edition (Chapter 2)
17


























210.30 195.7 +/-210.32 195.9 +/-210.33 195.10 +/-
210.34 195.11 +/-211.3 195.14 -
211.3 195.14 -
2 1 2 . 2 196.2 -
2 1 2 . 1 0 196.9 -
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page and line numbers code example number
1956 edition 1967 edition (Chapter 2)
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241,18 220.3 +/-241.24 220.9
241.25 220.9 +/-241,28 220.13




242.3 2 2 0 .2 0 - 2 1 -
242.4 2 2 0 , 2 1 -
242,4 2 2 0 . 2 1 +/-
242.5 2 2 0 , 2 2 -










246.5 224.13 +/-246,16 224.24 -
246.23 224,30 -









page and line numbers code 
1956 edition 1967 edition
example number
(Chapter 2)






248.26 226.23 —248.27 226.24 -
248.32-33 226.28 -
249.1 226.30 -249.2 225.31 -249.2 226.31 -
249.2 226.31 -
249.3-7 226.32 -m






249.29 227.17 +/-250.7 227.30 +/-250.17 228.4
250.17 228.4 +/-250.17 228.4 +
250.18 228.4 -
250.19 228.5 +/-250,19 228.5 -
250.19 228.5 +
250.23 228.9 +/-250,24 228.9 -
250.26 228.12 +/-Chap.XXVII Chap.XXVI
1 st ed. rev. ed.
will you the first
smile ... step
251.2 229.2 -















253.11 229.13 +/-253.12-13 229.15-16 +m
253,13 229.17 +




253.17 248.5 +/-253.18 248.6






254.2 248.22 +/-254.5 248.25 -
254.5 248.25







254.27 249.9-10 +/-254.29-30 249.12 +/-254.32 249.14 +/-254.32 249.14 +/-254.33 249.15 -
255.1 249,18 +/-255,2 249.19 +/-255.6-7 249.22 -
255,8 249.23 +
255.8-9 249.24 +/-255.10 249.25 +/-255,13 249.28 +/-
255.13 249.28 — t





page and line numbers code 










255.28 229.25-26 +/-255.29 229.26 -
Chap.XXVIII Chap.XX .1





258.8 231.32 +/-258.25 232.14 -





259.29 234.16 +/-259.30 234.17 +/-259.32 234.18 -
261.1 234.22 -







262.19 236.1 +/-262.21-22 236.3 -
262.28 236.10 -
262.32 236.14 +/-263.1 236.18 -
263.5 236.21 -







page and line numbers code example number
1956 edition 1967 edition (Chapter 2)
263,29-30 237.10 —
263.31 237.11 +/-



















267.13 240.15 +/-268,26 241.29 -
269.6 242.9 -
269.11 242.14 -









1 st ed. rev. ed.







page and line numbers code example number 





277.6 246.4 +/-277.7 246.6 +/-277.8 246.6
2 / / . 1 0 246.8 +/-277.11-13 246.9 -m
APPENDIX B; THE LOCATION OF THE 
VARIANT READINGS OF THE END OF THE ROAD
Texts used for collation;
The End of the Road. Garden City, New York: Double- 
day and Company, 1958.
The End of the Road, Revised Edition. Garden City, 
New York: Doubleday and Company, 1957.
page and line numbers code 
1956 edition 1967 edition
example number 
(Chapter 3)
3.1 1 . 1 - 3
5.30 3.15-16 -
6,4 3.23 -
1 2 . 2 0 7,10 +/-15.15 9.32 +/-15.17 9.34 +/-
15,18 9.35 +
15.18-19 9.35 - 13












35.20-23 26.23 - 2 2
35,32-34 26.32 -m 30
38,11 28.38 -
38.12 29.1 - 5









page and line numbers code example m
1956 edition 1967 edition (Chapter
44,23-24 33.11 _
44.25 33.12 -






















79.25 63.36 +/-81,18 65.22 —
82,6 6 6 . 8 -
82.14 66.15 -
82.14 66.16 +/- 1 085.6 67.5 -
86.7 67.22 +/-
8 6 , 1 0 67.25 - 7
86.17 68.5-6 +/-86,17-18 6 8 . 6 - 14









page and line numbers code example number




109,4 87.4 +/-110,31 8 8 , 2 0















148,17 120.26 +/-153,9 123.35 +
153.10 123,36 -













175,10 144,1 +/-175.10-11 144.1 -
175.13 144.4 +/-715,19 144.10 -
175,27 144.18 -
175.31 144.22 -








a p p e n d i x b (continued)
page and line numbers code example mL956 edition 1967 edition (Chapter
176.3 144,28 26176,6 144.30 -
























186.31 152.8 +/- 34186.32 152.9 +/- 34186.33 152.10 +/- 34186.33 152.10 +/- 34186.33 152.10 -
186.33-34 152.10 -
187.20 152.30 +/-188.8 153.15 -
190.1-2 155.2 -
190.9 155.9 +/-190,11 155.11 +/-190,24 155.24 -





page and line numbers code example number











199.11 163.15 -202.9 166.4 —








































page and line numbers code example number 
1956 edition 1967 edition (Chapter 3)
229,11 187,34 +/-
229.35 188.20
230.1 188.20 - 35
230.6 188.25 - 20
APPENDIX C: THE LOCATION OF THE
VARIANT READINGS OF THE SOT-WEED FACTOR
Texts used for collation;
The Sot-Weed Factor. New York: Grosset's Universal
Library, 1970. Printed from the same plates as 
the original American edition.
The Sot-Weed Factor, Revised Edition. Garden City, 
New York: Doubleday and Company, 1967.
page and line numbers code example number 











































36,7 25.27 +/-36,29 26.9







Chapter 6 no revisions
69.15 57.25 +/-79,39 6 8 , 1

























93,9 80.17 +/-93.9 80.17 -
93.14 80.22 -
93,15 80,22 -








page and line numbers code








94.35 81. 58 -




96.1-2 82.39 +/-96.3 82.41 -
96.9 83.5 +/-96.12-13 83.8 -
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APPENDIX C (continued)
page and line numbers code1956 edition 1967 edition




















1 1 0 . 1 95.13 —
110.12-13 95.24
110.35 96.6 +/*110.39 96.8 +/-
111,7 96.15
111.7 96.15 —
1 1 2 , 1 97,7 —
1 1 2 , 2 97.7 -
112-9-12 97.15 în.



















page and line numbers code example number


















































page and line numbers code example number










196,22 180.17 +/-204,10 187,32 +/-205,20 188.41 +/'•




































page and line numbers code 



















































page and line numbers code example number
1956 edition 1967 edition (Chapter 4)















409.32-33 388.35 +/“410.3-4 389.2
410.37 389.38 +/-
411.5 390.3






















page and line numbers code example number
1956 edition 1967 edition Chapter 4)












































page and line numbers code example number





441,3-4 418.15 —441,8-9 418.20
441.16-17 418.27 —
441.19-20 418.29


































455.10 431.17 +/-455.17 431.24 +/-
X /5
APPENDIX C (continued)
page and line numbers code example number
1956 edition 1967 edition (Chapter 4)





























465,10 440.24 + / 1465.17 440.32 -
465.25 440.40 -

















page and line numbers code example number
1956 edition 1967 edition (Chapter 4)














480.22 454.37 +/-480.35-36 455.8
480.38 455.11 -
480.39 455.13 +/-481.4-5 455.17 -
481.8-9 455.20 -
481.9-10 455.21 -









483,39 457.37 +/-484.1 457.37 +/-485.26 459.24 -
485.31-33 459.29 -
485,33 459,29 +/-487,18-27 461.13 -m
488.2 461,29 -
488.12 462.1 -
488,16 462.5 +/-488,18 462.7 +/-488,37 462.26 -




page and line numbers code example number



















499.1 471.42 +/-499.39 472.40
501.35-36 474.34 -




























page and line numbers code example number
1956 edition 1967 edition (Chapter 4)
510,8 482,4
511,5 482,39 -
511,5 482.39 +/-511,38 483,33
512.1 483.33 —
512,5-9 483,36
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APPENDIX C (continued)
page and line numbers code example number















































page and line numbers code example number



















































page and line numbers code example number

















































page and line numbers code example number















581,25 547,16 +/-581,26 547,18
581,27-29 547.18 -m
581,34 547.23 -
581,37 547.26 +/-581,38-39 547.27
582.2 547,30 -
582.4 547.31 -
582,7 547.34 +/-582,8 547.34 -
582,12 547.38 -




















page and line numbers code example number













599.38 565.30 +/-599,43 565,35 -



























page and line numbers code example number
































620,31 584.35 + / -




623.18 587.15 + / -
623,18 587,15 + / -623,30 587,28 -
623,39 587,37 -
624,2-4 587.39 -m




page and line numbers code example number


















627.22 590.38-39 +/-627.30-33 591.3 -m










628.28-29 591.32 +/-628.30-34 591.33 -m
629.5 592.2 -














page and line numbers code example number














































page and line numbers code example number
















639,25 601.13 +/-640,2 601.30
640.3-6 602.31 -m
640.20-21 602.4 —




















642.38 604.12 +/-643.1-2 604.13
643.3 604.14 +





page and line numbers code example number































647.22 608.15 +/-648.2 608.33 -
648,7-9 608.38 -m
648.12-13 608.41 -










page and line numbers code example number
















































a p p e n d i x c (continued)
page and line numbers code example number














































page and line numbers code example number
1956 edition 1967 edition (Chapter 4)




















































677.28 635.23 +/-678.1-2 635.35
678,21-22 636,13 -
679.24 637.16 +/-680.16-17 638.6
680.28-32 638.18 -m
681.18-20 639.2 -m




















685.26 642.25 +/-685.27 642.26 +/-685.27-30 642.26 -m
685,39 642.35 -















page and line numbers code example number




690.13 646.27 +/-690.19 646.34










































page and line numbers code example number















































page and line numbers code example number



























722,7 675.31 +/-722.28 676.9 -

















page and line numbers code example number

















































page and line numbers code


















































page and line numbers code example number
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